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Ackermann,  Arthur,  Gallery — see  Faithful  Model 
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Acquavella  Galleries,  New  York — see  Late  Constable 

Adam,  Clerisseau  and  Others,  An  Italian  Sketchbook  by  Robert,  by  John 

Fleming  (Art.) 
After  the  Fair  (Note) 
Age  of  Louis  XIV,  The  (Art.) 

Agncw,  Thos.,  and  Sons — see  Technical  Chef  d'Oeuvre 
Algardi,  Alessandro — see  Italian  Baroque  Terracotta 
Aiken,  Henry,  Senior — see  'Ben  Tally  Ho' 

America  in  the  Georgian  Period  and  some  hitherto  unpublished  Trading 

Figures,  English  Furniture  in,  by  E.  T.  Joy  (Art.) 
American  Silver — see  Finest 
American  Silver  comes  to  London  (Art.) 

Anglo-Saxon  Carvings  in  Ivory,  Some,  by  John  Beckwith  (Art.)  .  . 
Appleby  Brothers,  by  Adrian  Bury  (Note) 

Aranjuez  Porcelain  Room,  G.  D.  Tiepolo  and  the,  by  Hugh  Honour  (Art.) 
Armour,  Mr.  and  Mrs.  A.  W.  Ill — see  Chicago:  Gift  of  Furniture 
Arms  and  Armour  from  Spain,  by  Claude  Blair  (Art.) 

Arpino,  Cavaliere  d',  Tassi  Gentileschi  and  their  Assistants.  A  Study  of  some 

Frescoes  in  the  Villa  Lante  Bagnaia,  by  Luigi  Salerno  (Art.)  .  . 
Attributed  to  James  Gwinn  (Note) 
Auction  Season — see  Parke-Bernet's 
Baltimore's  Stained  Glass,  by  Malcolm  Vaughan  (Note) 
Baroque  Terracotta — see  Italian 
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Goerg,  by  W.  J.  Strachan  (Art.) 
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Anthony  Coleridge  (Art.) 
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Livre'  6,  by  W.J.  Strachan  (Art.) 
Book  Production  Notes,  by  Ruari  McLean 
Books  Received 
Books  Reviewed 
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Bothmer,  Bernard  V. — see  Note  on  Ancient  Sculpture 
Botticini,  Francesco,  by  Adrian  Bury  (Note) 
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Byam  Shaw  School  of  Painting  and  Drawing — see  Traditional  School 
Cabinet-makers  at  Blair  Castle,  Chippendale,  The  Director,  and  some,  by 

Anthony  Coleridge  (Art.) 
Callow  only  by  Name,  by  Adrian  Bury  (Note) 
Canada — see  Two  Exhibitions  in 
Cantarini,  Simone — see  Exquisite  Etcher 

Carvings  in  Ivory,  Some  Anglo-Saxon,  by  John  Beckwith  (Art.)  .  . 

Casket — see  Stuart  Needlework 

Castile,  Costume  in,  by  J.  L.  Nevinson  (Art.) 

Cavaliere  d'Arpino,  Tassi,  Gentileschi  and  their  Assistants.  A  Study  of  some 

Frescoes  in  the  Villa  Lante  Bagnaia,  by  Luigi  Salerno  (Art.) 
Ceiling  Study  by  Tiepolo,  by  Malcolm  Vaughan  (Note) 
Central  Picture  Galleries,  New  York — see  Titian  and  Pope  Urban  V 
Changed  Attributions  (Note) 
Chapel — see  Philadelphia  and  a  Portuguese 
Ditto — see  Thoughts  on  a 

Chicago  Art  Institute — see  Stuart  Needlework  Casket 

Chicago:  Gift  of  Furniture,  by  Malcolm  Vaughan  (Note) 

Chippendale,  The  Director,  and  some  Cabinet-makers  at  Blair  Castle,  by 

Anthony  Coleridge  (Art.) 
Cini,  Fondazione  Giorgio — see  Publications  on  Venetian  Art 
Cmi  Publications — see  Two  New 

Clerisseau  and  Others,  An  Italian  Sketchbook  by  Robert  Adam,  by  [ohn 

Fleming  (Art.) 
Clifford  Street  Gallery — see  New 
Cohn,  Dr.  Williams — see  Oxford's  Debt  to  a  Scholar 
Coins  to  Boston — see  Rare  Roman 
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Colnaghi — see  Girtin  the  First 
Cologne — see  Hague  and 
Colonial  Kitchen — see  Dutch 

Connoisseur  in  America,  by  Malcolm  Vaughan  (Notes)       .  .     74,  146,  218, 
Connoisseur's  Diary  (Notes)  ..        ..        ..        ..32,  135,  195, 

Constable — see  Late 

Contemporary  French  'Beau  Livre'  6.  The  Book  Illustration  of  Edouard 

Goerg,  by  W.  J.  Strachan  (Art.) 
Conversational,  by  Adrian  Bury  (Note) 
Costume  in  Castile,  by  J.  L.  Nevinson  (Art.) 
Courbct,  Gustave — see  Swiss  Landscape 
Cramer  Gallery,  The  Hague — see  Hague  and  Cologne 
Ditto — see  Pastoral  Poetry 

Crome  in  America,  Old,  by  Norman  L.  Goldberg  (Art.) 
Cross — see  Italian  Gothic  Silver 

Cup,  The  Warren  Hastings,  by  fonathan  Stone  (Art.) 

Currier  Gallery  of  Art,  Manchester,  New  Hampshire — see  Ceiling  Study  by 
Tiepolo 

Danish  Art  in  New  York,  by  Gertrud  Kobkc  Sutton  (Art.) 
Delft  Art  and  Antique  Dealers'  Fair  (Note) 
Delightful  Derivation,  by  Adrian  Bury  (Note) 
Derby  Porcelain,  Some  Early,  by  A.  L.  Thorpe  (Art.) 
Detroit  Institute  of  Arts — see  Flemish  Primitives 
Devis,  Arthur — see  Conversational 

Delft  ware  and  the  Potter,  Christian  Wilhelm,  South  wark  (Alias  Lambeth) :  [, 

by  Hugh  Tait  (Art.) 
Did  Simon  de  Vlieger  accompany  Rembrandt  on  the  journey  to  England? 

by  Eric  C.  Palmer  (Art.) 
Dilettante  in  St.  James's,  A,  by  Denys  Sutton  (Art.) 

Director,  and  some  Cabinet-makers  at  Blair  Castle,  Chippendale,  The,  by 

Anthony  Coleridge  (Art.) 
Document — see  Mediaeval  English 
Drawings — see  Emilian 
Ditto — see  Touring  Italian 
Drawings  at  Newark — see  Old  Master 

Drawings  by  Francesco  Vanni,  A  Few,  by  P.  A.  Riedl  (Art.) 
Duke  of  Westminster  Sale,  by  Malcolm  Vaughan  (Note) 
Dutch  Colonial  Kitchen,  by  Malcolm  Vaughan  (Note) 
Dutch  Landscape,  by  Adrian  Bury  (Note) 

Early  Georgian  Settee  in  Springfield,  by  Malcolm  Vaughan  (Note) 
Early  Immaculate  Conception,  An  (Note) 
Elizabeth  of  Bohemia — see  Queen  of  Hearts 
Emilian  Drawings  (Note) 

Enamels  to  Manchester  City  Art  Galleries,  The  Rabv  Bequest  of  English,  by 
Douglas  Hall  (Art.)  

English  Furniture  in  America  in  the  Georgian  Period  and  some  hitherto 
unpublished  Trading  Figures,  by  E.  T.  Joy  (Art.) 

Etcher — see  Exquisite 

European  Masters  by  Adrian  Bury  (Note) 

Exeter,  Royal  Albert  Memorial  Museum  and  Art  Gallery — see  Towne, 
Francis 

Exhibition  at  Partridges.  The  Horse  in  Art.  A  Loan  (Art.) 
Exquisite  Etcher  (Note) 

Faience,  Transfer-Printing  on  Swedish,  by  R.  |.  Charleston  (Art.)  .  . 
Fair — see  After  the 

Faithful  Model,  by  Adrian  Bury  (Note) 
Farm  ('art,  The,  by  Adrian  Bury  (Note) 
Favourite  Paintings,  Twelve,  by  Terence  Kennedy  (Art.) 
Few  Drawings  by  Francesco  Vanni,  A,  by  A.  P.  Riedl  (Art.) 
Fine  Art  Society — see  Morland 
Ditto — see  Mrs.  Raynes 
Ditto — see  Muncaster,  Claude 

Finest  American  Silver:  Garvan  (iift  to  Yale,  by  Malcolm  Vaughan  (Note) 
Fischman,  Norbert,  Gallery — see  Unknown  Rembrandt 
Fitzwilliam.  Milton — 1,  Northamptonshire  Home  of  the  Earl  and  Countess, 

by  James  Lees-Milne  (Art.)        ..  ..  3 

Ditto — 2    .  .        .  .        .  .        .  .        .  .        .  .        .  .  .  .  81 

Five  Shillings  for  American  Silver  Know  ledge  (Note)         .  .        .  .        .  .  ij(> 

Fleisher  Art  Memorial — see  Philadelphia  and  a  Portuguese  Chapel 
Flemish  Primitives  in  America,  by  Malcolm  Vaughan  (Note)  .  .  293 

Florentine  Mosaic  Table  Top,  A,  by  Erwin  Neumann  (Art.)  .  .  182 

Floud,  Peter — see  I  lonouriug 

Forthcoming  Sales  (Notes)        ....  134,  200 

'Fortune  Teller,  The' — see  France  Loses 

Fourteen  Wyndham  Place,  by  Hugh  I  Ionour  (Art.)  .  .  .  .  22s 
Frame  Loses  'The  Fortune  Feller",  by  Malcolm  Vaughan  (Note)    .  .  221 
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Articles  and  Notes — continued 


Articles  and  Notes — continue! 


France  May  Regain  a  Madonna,  by  Malcolm  Vaughan  (Note) 

French  'Beau  Livre',  Contemporary,  6.  The  Book  Illustration  of  Edouard 

Goerg,  by  W.  J.  Strachan  (Art.) 
French  Magnificence  (Art.) 

French  Masters,  Van  Gogh  Self-Portraits — and  Important  Nineteenth- 
Century  (Art.) 

Frescoes  in  the  Villa  Lante  Bagnai.  Cavaliere  d'Arpino,  Tassi,  Gentileschi  and 

their  Assistants.  A  Study  of  some,  by  Luigi  Salerno  (Art.) 
Frost  &  Reed — see  'Ben  Tally  Ho' 
Ditto — see  Conversational 
Furniture — see  Chicago :  Gift  of 

Furniture  designed  and  carved  by  Matthias  Lock  for  Hinton  House,  Somer- 
set, by  J.  F.  Hay  ward  (Art.)   

Furniture  in  America  in  the  Georgian  Period  and  some  hitherto  unpublished 
Trading  Figures,  English,  by  E.  T.  Joy  (Art.) 

Gandhara  Sculpture — see  Panorama  of 

Garvan,  Francis  P. — see  Finest  American  Silver 

Gauntlets  and  the  Meyrick  Society,  by  Sir  James  Mann  (Art.) 

Gentileschi  and  their  Assistants,  Cavaliere  d'Arpino,  Tassi.  A  Study  of  Some 
Frescoes  in  the  Villa  Lante  Bagnaia,  by  Luigi  Salerno  (Art.) 

Georgian  Period  and  some  hitherto  unpublished  Trading  Figures,  English 
Furniture  in  America  in  the,  by  E.  T.  Joy  (Art.) 

Georgian  Settee  in  Springfield — sec  Early 

Girtin  the  First,  by  Adrian  Bury  (Note) 

Glass — see  Baltimore's  Stained 

Globes  of  the  Seventeenth  and  Eighteenth  Centuries,  Venetian,  by  Giovanni 
Mariacher  (Art.) 

Goerg,  The  Book  Illustration  of  Edouard,  Contemporary  French  'Beau 

Livre'  6,  by  W.  J.  Strachan  (Art.) 
Golightly,  Sarah — see  Silver 
Good  Old  Railways,  by  Adrian  Bury  (Note) 
Gothic  Silver  Cross — see  Italian 
Goyen — see  Van 

Great  Sketch,  The,  by  Adrian  Bury  (Note) 
Greaves  and  Whistler,  by  Adrian  Bury  (Note) 
Grosvenor  Gallery — see  Movement  in  Mount  Street 

Gun  Collector,  The  Prince  Regent  as  a,  by  Howard  L.  Blackmore  (Art.)  .  . 

Gwinn,  James — see  Attributed  to 

Hackaert,  Jan — see  Dutch  Landscape 

Hague  and  Cologne,  The,  by  Adrian  Bury  (Note) 

Hamilton,  William,  R.A. — see  Hamiltonia 

Hamiltonia,  by  Adrian  Bury  (Note) 

Harris,  Mr.  John — see  Request 

Harrogate — see  Northern 

Hartford  Enriched,  by  Malcolm  Vaughan  (Note) 

Hastings  Cup,  The  Warren,  by  Jonathan  Stone  (Art.) 

Heatherley's,  by  Adrian  Bury  (Note) 

Herring,  John  Frederick — see  Faithful  Model 

Herschell  and  Adler,  New  York — see  European  Masters 

Hicks,  Edward:  America's  Favourite  'Primitive',  by  Malcolm  Vaughan 

(Note)   

History  Today  (Note) 

Hinton  House,  Somerset,  Furniture  designed  and  carved  by  Matthias  L< 

for,  by  J.  F.  Hayward  (Art.) 
Honouring  Peter  Floud  (Note) 
Hoppner's  Attributes,  by  Adrian  Bury  (Note) 
Horse  in  Art,  The.  A  Loan  Exhibition  at  Partridges  (Art.)  .  . 
Horton,  William  S. — see  European  Masters 
Hunt,  William  Henry,  by  Adrian  Bury  (Note) 

Huntington  Library  and  Art  Gallery,  San  Marino,  California — sec  Mediaeval 

English  Document 
Immaculate  Conception — see  Early 

Important  Nineteenth-Century  French  Masters,  Van  Gogh  Self-Portraits — 

and  (Art.) 
Impressive  Loans  (Note) 

In  Praise  of  Earth.  An  Autumn  Exhibition  at  the  Leonard  Koetser  Gallery 

(Art.)  

Inaccessible  Poussins  (Art.) 

Ingres  Paper,  by  Adrian  Bury  (Note) 

International  Saleroom  (Notes)  .  .        .  .        .  .        .  .  .  .  64,  13: 

Irish  Relics  at  Sandhurst  (Note) 

Italian  Baroque  Terracotta,  by  Malcolm  Vaughan  (Note) 
Italian  Drawings — see  Touring 

Italian  Gothic  Silver  Cross,  by  Malcolm  Vaughan  (Note) 
Italian  Silver  in  Lisbon,  by  Carlos  de  Azevedo  (Art.) 

Italian  Sketchbook  by  Robert  Adam,  Clerisscau  and  Others,  An,  by  |ohn 
Fleming  (Art.) 

Ivory,  Some  Anglo-Saxon  Carvings  in,  by  John  Beckwith  (Art.)  .  . 

Kennmgton,  Eric — see  Sister's  Tribute 

Kensington  Antiques  Fair  (Note) 

Kerin,  Gerald,  Ltd. — see  Movement  in  Mount  Street 

Kitchen — see  Dutch  Colonial 

Knoedler  Gallery — sec  Botticini 

Koetser  Gallery.  In  Praise  of  Earth.  An  Autumn  Exhibition  at  the  Leonard 

(Art.)         ..  ..   

Lambert,  George,  by  Adrian  Bury  (Note) 
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Lambeth)  Delftware  and  the  Potter,  Christian  Wilhelm,  Southwark  (Alias:  1, 

by  Hugh  Tait  (Art.)   36 

Lante  Bagnaia.  Cavaliere  d'Arpino,  Tassi,  Gentileschi  and  their  Assistants. 

A  Study  of  some  Frescoes  in  the  Villa,  by  Luigi  Salerno  (Art.)  157 
Larsen,  Paul,  Gallery — see  Dutch  Landscape- 
Late  Constable,  A,  by  Adrian  Bury  (Note)     .  .        .  .        .  .        .  .  129 

Lawrence  Revival,  by  Malcolm  Vaughan  (Note)      ..        ..        ..  ..146 

Lechi  at  Montirone,  The  Villa  (Art.)    ..        ..  ..        ..  153 

Leger  Galleries — see  Callow  only  by  Name 
Ditto — see  Greaves  and  Whistler 
Ditto — see  Hunt,  William  Henry 
Leggatt  Brothers — see  Lambert,  George 

Liechtenstein  Pictures,  by  Adrian  Bury  (Note)  .  .        .  .        .  .        .  .  271 

Lisbon,  Italian  Silver  in,  by  Carlos  de  Azevedo  (Art.)         .  .        .  .        .  .  86 

Lock  for  Hinton  House,  Somerset,  Furniture  designed  and  carved  by 

Matthias,  by  J.  F.  Hayward  (Art.)        .  .        .  .        . .        .  .        .  .  284 

Lockr,  William,  by  Adrian  Bury  (Note)        .  .        .  .        .  .        .  .  129 

London,  American  Silver  comes  to  (Art.)       .  .        .  .        .  .        .  .        . .  30 

Longhari,  Nella,  Gallery,  Milan — see  Nicolo  del  Priore 
Los  Angeles — see  Rare  Textiles  in 
Lotinga  Gallery — sec  Troyon 

Louis  XIV,  The  Age  of  (Art.)  115 

Louvre — see  Age  of  Louis  XIV 

Louvre,  Bold  Showing  at  the  (Art.)  .  .        .  .        .  .        . .    1 19 

Maas,  Messrs.  J.  S.,  &  Co.  Ltd. — see  New  Clifford  Street  Gallery- 
Madeira  and  Sherry  (Note)       ..        ..        ..        ..        ..        ..  ..136 

Madonna — see  France  May  Regain 
Magazines — sec  New  Art 

Magnificence,  French  (Art.)       .  .        .  .        .  .        . .        . .        .  .  198 

Manchester  City  Art  Galleries,  The  Raby  Bequest  of  English  Enamels  to,  by 

Douglas  Hall  (Art.)         .  .        .  .        .  .        .  .        .  .        .  .        . .  237 

Marine  Subjects — see  Master  of 

Marlborough  Fine  Art — see  Van  Gogh  Self-Portraits 

Master  of  Marine  Subjects,  by  Adrian  Bury  (Note)  .  .        .  .        .  .        .  .  209 

Masters — see  European 

Mauve,  Anton — see  Pastoral  Poetry 

Mediaeval  English  Document,  by  Malcolm  Vaughan  (Note)         .  .        .  .  14N 

Medium  Used  (Note)  136 

Metropolitan  Museum  of  Art,  New  York — see  France  Loses 
Ditto — sec  Superb  Sevres 

Meyrick  Society,  Gauntlets  and  the,  by  Sir  James  Mann  (Art.)  .  .  .  .  97 
Miereveldt,  Michael  Jansz  van — see  Queen  of  Hearts 

Milton — 1.  Northamptonshire  Home  of  the  Earl  and  Countess  Fitzwilliam, 

by  James  Lees-Milne  (Art.)        .  .        .  .        . .        .  .        .  .        .  .  3 

Ditto— 2  81 

Miniature  Ships  at  the  Parker  Gallery  (Note)  .  .        .  .        .  .        .  .        .  .  34 

Minneapolis  Institute  of  Arts — see  Italian  Baroque  Terracotta 
Ditto — see  Note  on  Ancient  Sculpture 
Mitchell  Gallery — see  Late  Constable 
Mitchell,  John — sec  Hamiltonia 
Ditto — see  Lock? 

Momper,  Josse  de,  by  Adrian  Bury  (Note)     .  .        .  .        .  .        .  .        .  .  53 

Monet  Show — see  New  York's  Great 

Montclair  Art  Museum,  New  Jersey — see  Duke  of  Westminster  Sale 

Montirone,  The  Villa  Lechi  at  (Art.)  153 

Montreal  Museum  of  Fine  Arts — see  Two  Exhibitions  in  Canada 

Morland,  George,  by  Adrian  Bury  (Note)  129 

Mosaic  Table  Top,  A  Florentine,  by  Erwin  Neumann  (Art.)         .  .        .  .  182 

Mount  Trust  Collection,  The,  by  Denys  Sutton  (Art.)        .  .        .  .        .  .  103 

Movement  in  Mount  Street  (Note)      .  .        .  .        .  .  .  .  197 

Mrs.  Raynes  at  Home,  by  Adrian  Bury  (Note)         .  .        .  .        .  .        .  .  210 

Muncaster,  Claude,  by  Adrian  Bury  (Note)    .  .        .  .        .  .        .  .        . .  272 

Munich — see  Report  from 

Munnings,  Sir  Alfred  J. — see  Farm  Cart 

Museum  of  Modern  Art,  New  York — see  New  York's  Great  Monet  Show 

National  Gallery  Catalogues  (Note)  275 

National  Gallery  of  Art,  Washington,  D.C. — see  Duke  of  Westminster  Sale 
National  Gallery  of  Canada,  Ottawa — see  Impressive  Loans 

Nautical  Puzzle,  by  Adrian  Bury  (Note)   130 

Needlework  Casket — see  Stuart 

Nelson's  Memory,  In  (Note)     ..        ..        ..        ..        ..        ..  135 

Netherlandish  Art,  Silent  World  in  Seventeenth-Century  (Art.)    .  .  1 20 

New  Art  Magazines  (Note)   196 

New  Clifford"  Street  Gallery  (Note)  277 

New  York,  City  Museum — see  Dutch  Colonial  Kitchen 

New  York,  Danish  Art  in,  by  Gertrud  Kobke  Sutton  (Art.)  ..        . .  14- 

New-York  Historical  Society — see  Roosevelt  Silver 

New  York's  Great  Monet  Show,  by  Malcolm  Vaughan  (Note)     .  .        .  .  74 
Newark — see  Old  Master  Drawings 
Newman  Gallery — see  Farm  Cart 
Ditto — sec  Pastoral  Poetry- 
News  in  Brief  (Notes)     .  .        ■  .  •  •        •  •        •  •        ■  •        •  •  34 

Nicolo  del  Priore,  by  Adrian  Bury  (Note)  130 

Nineteenth-Century    French    Masters,    Van    Gogh    Self-Portraits — and 

Important  (Art.)   ..        ..        ..  •■        ••        •■  ..138 

Noble  Intake  (Note)   34 
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Articles  and  Notes — continued  pagi 

Northamptonshire  Home  of  the  Earl  and  Countess  Fitzwilliam.  Milton — i, 

by  James  Lees-Milne  (Art.)        .  .        .  .        . .        . .        . .        . .  3 

Ditto — 2    . .        . .        . .  . .        . .  . .  81 

Northern  (Harrogate)  Antique  Dealers'  Fair  .  .        .  .        .  .        .  .  35 

Note  on  Ancient  Sculpture,  by  Malcolm  Vaughan  (Note)  .  .        .  .        .  .  146 

O'Hana,  Gallery — see  European  Masters 
Ditto — see  Great  Sketch 

Old  Crome  in  America,  by  Norman  L.  Goldberg  (Art.)  .  .  .  .  214 
Old  Master  Drawings  at  Newark,  by  Malcolm  Vaughan  (Note)  .  .  .  .  77 
Old  Water-Colour  Society — see  Watercolours 

Old  Water-Colours,  by  Adrian  Bury  (Note)  .  .  . .  210 

Omcll  Galleries — see  Delightful  Derivation 
O'Nians,  Hal,  Gallery — see  Pellegrini 

Oxford's  Debt  to  a  Scholar  (Note)  .  .        .  .        .  .        .  .        .  .  32 

Pacetti,  Vincenzo,  by  Hugh  Honour  (Art.)     ..        ..        ..        ..  ..174 

Panic,  Dr. — see  Revere,  Paul 

Paintings,  Twelve  Favourite,  by  Terence  Kennedy  (Art.)     .  .         .  .         .  .  247 

Panorama  of  Gandhara  Sculpture,  by  Malcolm  Vaughan  (Note)  .  .  75 

Parke-Bcrnet's  Auction  Season,  by  Malcolm  Vaughan  (Note)        .  .        .  .  141; 

Parker  Galleries — see  Master  of  Marine  Subjects 
Ditto — sec  Miniature  Ships  at  the 
Ditto — see  Nautical  Puzzle 

Partridges.  The  Horse  in  Art.  A  Loan  Exhibition  at  (Art.)  .  .        .  .        .  .  140 

Pastoral  Poetry,  by  Adrian  Bury  (Note)         .  .        .  .        .  .  .  .  54 

'Pavilion,  The',  i960  (Note)      ..        ..        ..         ..         ..  135 

Pellegrini,  Giovanni,  by  Adrian  Bury  (Note)  .  .        .  .        .  .        .  .  130 

Philadelphia  and  a  Portuguese  Chapel,  by  Malcolm  Vaughan  (Note)  14X 
Pieta — sec  Rhode  Island  School  of  Design 
Pope  Urban  V — see  Titian  and 

Porcelain  Room,  G.  D.  Ticpolo  and  the  Aranjuez,  by  Hugh  Honour  (Art.)  183 
Porcelain,  Some  Early  Derby,  by  A.  L.  Thorpe  (Art.)  .  .        .  .  260 

Portrait  Mysteries — see  Two  English 
Portuguese  Chapel — sec  Philadelphia  and  a 

Poussms,  Inaccessible  (Art.)        .  .        .  ^        .  .        .  .        .  .        .  .        .  .  43 

Praise  of  Earth,  In.  An  Autumn  Exhibition  at  the  Leonard  Koetser  Gallerv 

(Art.)     ..        ..        .'.  2.2 

Present  of  Spain,  The.  A  Seventeenth-Century  Royal  Gift,  bv  William  Reid 

.  .(Art-)         ..        ..  2, 

Primitives  in  America — see  Flemish 

Prince  Regent  as  a  Gun  Collector,  The,  by  Howard  L.  Black  more  (Art.)   .  230 
Publications  on  Venetian  Art  (Note)    .  .        .  .        .  .        .  .        .  .  195 

Pulitzer  Gallery — see  Queen  of  Hearts 

Queen  of  Hearts,  by  Adrian  Bury  (Note)       .  .        .  .        .  .        .  .        .  .  209 

Raby  Bequest  of  English  Enamels  to  Manchester  City  Art  Galleries,  The,  by 

Dougl.  s  Hall"  (Art.)    .  237 

Railways — sec  Good  Old 

Rare  Roman  Coins  to  Boston,  by  Malcolm  Vaughan  (Note)         .  .        .  .  74 

Rare  Teapot  (Note)        . .        .  .        .  .        .  .        .  .        .  .        .  .        .  .  276 

Rare  Textiles  in  Los  Angeles,  by  Malcolm  Vaughan  (Note)  .  .  297 

Rare  Thomas  Whieldon  Birds  (Note)  ..        ..        ..        ..        ..  ..136 

Regent  as  a  Gun  Collector,  The  Prince,  by  Howard  L.  Blackmore  (Art.)  .  .  230 
Reid  Gallery — see  Ingres  Paper 

Reid  Gallery,  The:  Second  Year  (Note)         ..        ..        ..  .197 


Rembrandt  on  the  journey  to  England?  Did  Simon  de  Vlieger  accompany, 

by  Eric  C.  Palmer  (Art.) .  .        .  .        .  .        .  .        .  .        .  .        .  .  2S7 

Rembrandt  Self-Portrait — sec  Unknow  n 
Renoir,  Paul — see  Great  Sketch 

Report  from  Munich  (Note)      .  .  .  .  .  .        .  .  277 

Request,  A,  by  Malcolm  Vaughan  (Note)       .  .        .  .        .  .        .  .        .  .  78 

Revere,  Paul,  and  Dr.  Paine,  by  Malcolm  Vaughan  (Note)  .  .        .  .        .  .  222 

Rhode  Island  School  of  Design  acquires  Riemenschneider  Pieta  (Note)  150 
Riemenschneider  Pieta — see  Rhode  Island  School  of  I  )esign 
Roman  Coins  to  Boston — see  Rare 
Romer,  Emick — see  Silver 

Roosevelt  Silver,  by  Malcolm  Vaughan  (Note)         ..  ..  ..147 

Round  about  the  Galleries,  by  Adrian  Bury  (Notes)  .  .        .  .     53,  129,  209,  271 

Royal  Pavilion,  Brighton — sec  Nelson's  Memory 
Ditto — see  'Pavilion,  The' 

Russian  Silver,  by  Malcolm  Vaughan  (Note)  .  .         .  .         .  .         .  .  222 

Russian  Silversmiths'  Work  of  the  Seventeenth  and  Eighteenth  Centuries,  by 

Philippe  Verdier  (Art.)  287 

Sabin,  Frank  T.,  Gallery — see  Good  Old  Railways 
Ditto — see  Old  Water-Colours 

St.  James's,  A  Dilettante  in,  by  Denys  Sutton  (Art.)  .  .        .  .        .  .        .  .  46 

St.  James's  Galleries — see  Faithful  Model 
Ditto — see  Hoppner's  Attributes 

St.  James's  Street,  Turner  in  (Art.)       .  .  .  .  63 

Si.  Paul's  Cathedral — sec  Thoughts  on  a  Chapel 

Salvator  Rosa  from  Sweden  (Note)      .  .  32 

Sandhurst — see  Irish  Relics  at 

Scholar — see  Oxford's  Debt 

Sculpture — sec  Note  on  Ancient 

Ditto — see  Panorama  of  Gandhara 

Seago,  Edward — see  Venice  and 

Self-Portraits,   Van   Gogh — and   Important    Nineteenth-Century  French 

Masters  (Art.)       .  .        .  .        .  .        .  .         .  .  .  .  ..138 

Settee  in  Springfield — see  Early  Georgian 
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Sevenarts,  Ltd. — see  Movement  in  Mount  Street 
Sevres — see  Superb 

Shaw,  Byam,  School  of  Painting  and  Drawing — see  Traditional  School 
Ships — see  Miniature 

Silent  World  in  Seventeenth-Century  Netherlandish  Art  (Art.)      . .  120 
Silver — sec  Finest  American 
Ditto — sec  Roosevelt 
Ditto — see  Russian 

Silver  (Note)   275 

Silver,  American — see  Five  Shillings  for 

Silver  comes  to  London,  American  (Art.)       .  .        .  .        .  .        .  .        . .  30 

Silver  in  Lisbon,  Italian,  by  Carlos  de  Azevedo  (Art.)  .  .        .  .        .  .  86 

Silversmiths'  Work  of  the  Seventeenth  and  Eighteenth  Centuries,  Russian, 

by  Philippe  Verdier  (Art.)   287 

Sister's  Tribute,  A  (Note)   33 

Sketch — sec  Great 

Sketchbook  by  Robert  Adam,  Clerisseau  and  Others,  An  Italian,  by  John 

Fleming  (Art.)  186 

Society  of  Painters  in  Tempera — see  Medium  Used 
Ditto — .•.'(•<•  Traditions  of  the  Craft  of  Painting 

Some  Anglo-Saxon  Carvings  in  Ivory,  by  John  Beckwith  (Art.)    .  .        .  .  241 

Some  Early  Derby  Porcelain,  by  A.  L.  Thorpe  (Art.)  . .        .  .        .  .  260 

South wark  (Alias  Lambeth)  Delftware  and  the  Potter,  Christian  Wilhelm:  I, 

by  Hugh  Tait  (Art.)   36 

Spain,  Arms  and  Armour  from,  by  Claude  Blair  (Art.)  .  .  .  .  16 
Spain,  The  Present  of.  A  Seventeenth-Century  Royal  Gift,  by  William  Reid 

(Art.)   21 

Sporting  Art  at  Ackermann's,  by  Adrian  Bury  (Note)        ..        ..        ..  129 

Springfield  Museum  of  Fine  Arts,  Mass. — see  Early  Georgian  Settee 
Ditto — sec  Italian  Gothic  Silver  Cross 
Stained  Glass — see  Baltimore's 

Stuart  Needlework  Casket,  A,  by  Malcolm  Vaughan  (Note)  .  .        .  .  293 

Sulmona  Cross,  The — sec  Italian  Gothic  Silver 

Superb  Sevres,  by  Malcolm  Vaughan  (Note)  .  .        .  .        . .        .  .  295 

Sweden — see  Salvator  Rosa 

Swedish  Faience,  Transfer-Printing  on,  by  R.  J.  Charleston  (Art.)  .  .        .  .  91 

Swiss  Landscape,  by  Adrian  Bury  (Note)       .  .        .  .        .  .        .  .  210 

Table  Top,  A  Florentine  Mosaic,  by  Erwin  Neumann  (Art.)         . .        .  .  182 

Tarsia,  Antonio,  by  Hugh  Honour  (Art.)       .  .  .  .        . .        .  .  27 

Tassi,  Gentileschi  and  their  Assistants,  Cavaliere  d'Arpino.  A  Study  of  some 

Frescoes  in  the  Villa  Lante  Bagnaia,  by  Luigi  Salerno  (Art.)  .  .  157 

Tate  Gallery — sec  Heatherley's 
Teapot — see  Rare 

Technical  Chef  d'Oeuvrc,  by  Adrian  Bury  (Note)  129 

Tempera.  Society  of  Painters  in — sec  Medium  Used 

Ditto — see  Traditions  of  the  Craft  of  Painting 

Terracotta — sec  Italian  Baroque 

Terry-Engell  Gallery — see  Momper 

Ditto — sec  Silent  World 

Ditto — see  Van  Goyen 

Textiles  in  Los  Angeles — sec  Rare 

Thoughts  on  a  Chapel  (Note)    ..       ..    ..       ..  33 

Tiemann,  Helga — sec  Hague  and  Cologne 
Ticpolo — see  Ceiling  Study  by 

Ticpolo,  G.  D.,  and  the  Aranjuez  Porcelain  Room,  by  Hugh  Honour  (Art.)  1S3 
Tilley  &  Co. — see  Rare  Thomas  Whieldon  Birds 


Titian  and  Pope  Urban  V  (Note)         .  .        .  .        .  .        .  .  .  .  197 

Tonks,  Henry — see  Mrs.  Raynes 
Tour,  Georges  de  la — sec  France  Loses 

Touring  Italian  Drawings,  by  Malcolm  Vaughan  (Nine)      ..  ..  ..  218 

Towne,  Francis  (1739  40-1816),  by  Adrian  Bury  (Note)      ..  ..  ..  272 

Trading  Figures,  English  Furniture  in  America  in  the  Georgian  Period  and 

some  hitherto  unpublished,  by  E.  T.  Joy  (Art.)         .  .  .  .  . .  68 

Traditional  School,  by  Adrian  Bury  (Note)    ..        ..        ..  ..  ..  210 

Traditions  of  the  Craft  of  Painting  (Note)      ..        ..        ..  ..  ..136 

Transfer-Printing  on  Swedish  Faience,  by  P.  |.  Charleston  (Art.)    .  .  .  .  91 

Tribute  to  the  British  Antique  Dealer — 13                        ..  ..  ..  1 

Ditto — 14  .  .        .  .        .  .        .  .        . .        .  .        . .        .  .  .  .  . .  79 

Ditto — 15  .  .        .  .        .  .        .  .        . .        .  .        . .        .  .  .  .  151 

Ditto — 16  ..        ..        ..        ..        ..        ..        ..        ..  ..  ..  223 

Troyon,  Constant,  by  Adrian  Bury  (Note)     .  .        .  .  .  .  .  .  272 

Tudor  Gold-Enamelled  Buckle  (Note) . .        ..        ..        ..  ..  ..  276 

Turner  in  St.  James's  Street  (Art.)        . .        . .        .  .        .  .  .  .  . .  63 

Twelve  Favourite  Paintings,  by  Terence  Kennedy  (Art.)  .  .  .  .  247 

Two  English  Portrait  Mysteries  (Note)           .  .         .  .         .  .  .  .  .  .  276 

Two  Exhibitions  in  Canada  (Note)      ..       ..       ..       ..  ..137 

Two  New  Cini  Publications  (Note)     ..                 ..        ..  ..  ..  196 

Unknown  Rembrandt  Self-Portrait,  by  Adrian  Bury  (Note)  ..  ..  130 

Van    Gogh    Self-Portraits — and    Important    Nineteenth-Century  French 

Masters  (Art.)       ..        ..        ..        ..        ..        ..  ..  ..138 

Van  Goyen,  by  Adrian  Bury  (Note)     .  .         .  .         .  .         .  .  .  .  .  .  271 

V.mm,  A  Few  Drawings  by  Francesco,  by  P.  A.  Riedl  (Art.)  .  .  .  .  163 

Velde,  Adriacn  van  de—  sec  Pastoral  Poetry 
Venetian  Art    sec  Publications  on 

Venetian  Globes  of  the  Seventeenth  and  Eighteenth  Centuries,  by  Giovanni 

Mariacher  (Art.)   ..        ..        ..        ..        ..        ..  ..  ..170 

Venice  and  Edward  Seago  (Note)       ..       ..       ..       ..  ..  ..  197 
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Vernet,  Claude  Joseph — see  Technical  Chef  d'Oeuvre 

Villa  Lante  Bagnaia.  Cavaliere  d'Arpino,  Tassi,  Gentileschi  and  their 

Assistants.  A  Study  of  some  Frescoes  in  the,  by  Luit;i  Salerno  (Art.) .  .  157 
Villa  Lechi  at  Montirone,  The  (Art.)  ..  1 5  3 

Vincenzo  Pacetti,  by  Hugh  Honour  (Art.)      .  .  .  .  174 

Vlieger  accompany  Rembrandt  on  the  journey  to  England?  Did  Simon  de, 

by  Eric  C.  Palmer  (Art.) . .       ." .       ..  ■■       ••       •  •  257 

Wadsworth  Atheneum,  Hartford,  Connecticut — see  Hartford  Enriched 

Walpole  Society,  The  (Art.)  118 

Walters  Art  Gallery,  Baltimore — see  Baltimore's  Stained  Glass 
Ditto — see  France  May  Regain 

Warren  Hastings  Cup,  The,  by  Jonathan  Stone  (Art.)   283 

Watcrcolours  (Note)  .  .         .  .        .  .        ■  •         •  •        •  •        •  •  276 

Water-Colours — see  Old 

Wennerholm,  Mr.  G.  W.,  of  Stockholm — see  Salvator  Rosa 

West,  Benjamin — see  Duke  of  Westminster  Sale 

Whicldon,  Thomas — see  Rare 

Whistler — see  Greaves  and 

Whitcombe,  Thomas — see  Nautical  Puzzle 

Wildenstein,  Messrs. — see  Swiss  Landscape 

Wilhclni,  Southwark  (Alias  Lambeth)  Delftware  and  the  Potter,  Christian: 

1,  by  Hugh  Tait  (Art.)  36 

Williams,  Messrs.  Winifred — see  Rare  Teapot 
Williamsburg,  Colonial,  Virginia — see  Hicks,  Edward 
Wilson,  Richard — see  Lock  ? 
Wimperis,  E.  M. — see  Delightful  Derivation 

Wine,  Louis,  Art  Galleries  (Note)   137 

Wine-labels — see  Attributed  to  James  Gwinn 
Ditto — see  Madeira  and  Sherry 

Worcester  Art  Museum,  Mass. — see  Lawrence  Revival 
Ditto — see  Revere,  Paul 
Ditto — see  Two  English  Portrait  Mysteries 


Wyndham  Place,  Fourteen,  by  Hugh  Honour  (Art.) .  .        .  .        .  .        .  .  225 

Yale — see  Finest  American  Silver 

Authors  and  Contributors 

Azevedo,  Carlos  de.  Italian  Silver  in  Lisbon  (Art.)     .  .        .  .        .  .        .  .  86 
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Beckwith,  John.  Some  Anglo-Saxon  Carvings  in  Ivory  (Art.)        .  .        .  .  241 

Blackmore,  Howard  L.  The  Prince  Regent  as  a  Gun  Collector  (Art.)       .  .  230 

Blair,  Claude.  Arms  and  Armour  from  Spain  (Art.)  .  .        .  .        .  .        .  .  16 

Bury,  Adrian.  Round  about  the  Galleries  (Notes)      .  .        .  .     53,  129,  209,  271 
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C  .  .  .,  R.  J.  Review    58 

Charleston,  R.  J.  Transfer-Printing  on  Swedish  Faience  (Art.)  . .  .  .  91 
Coleridge,  Anthony.  Chippendale,  The  Director,  and  some  Cabinet-makers 
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F  .  .  .,  B.  D.  Review      .  .        . .        .  .        .  .        . .        .  .        .  .        .  .  206 

Fleming.  John.  An  Italian  Sketchbook  by  Robert  Adam,  Clerisseau  and 

Others  (Art.)    1X6 

G  .  .  ..  A.  G.  Review   268 

Goldberg,  Norman  L.  Old  Crome  in  America  (Art.)          . .        .  .        . .  214 

H  .  .  .,  H.  Reviews         .  .        .  .        .  .        .  .        .  .        .  .          203,  205,  207 

H  .  .  .,  L.  Review           .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .  270 

H  .  .  .,  M.  Review    268 

Hall,  Douglas.  The  Raby  Bequest  of  English  Enamels  to  Manchester  City  Art 

Galleries  (Art.)      .  .        .  .        .  .        .  .        . .        .  .        .  .        .  .  237 

Hayward,  J.  F.  Furniture  designed  and  carved  by  Matthias  Lock  for  Hinton 

House,  Somerset  (Art.)    .  .                  .  .        .  .        .  .        .  .        .  .  2X4 

Honour,  Hugh. 

Fourteen  Wyndham  Place  (Art.)      .  .        .  .        .  .        .  .        .  .        .  .  225 

Pacetti,  Vincenzo  (Art.)         .  .        .  .        .  .        .  .        .  .        .  .  1 74 

Tarsia,  Antonia  (Art.)  .  .        .  .        . .        . .                 . .        . .  27 

Tiepolo,  G.  D.,  and  the  Aranjuez  Porcelain  Room  (Art.)  .  .  1X3 

I  .  .  .,  C.  R.  Review         .        .  .        .  .        .  .        .  .        .  .        .  .  204 

Joy,  E.  T.  English  Furniture  111  America  in  the  Georgian  Period  and  some 

hitherto  unpublished  Trading  Figures  (Art.)    .  .        .  .  68 

Kennedy,  Terence.  Twelve  Favourite  Paintings  (Art.)         .  .        .  .        .  .  247 

L-M  ....  J.  Review        ..        ..        ..        ..        ..        ..        ..        ..  206 

Lees-Milne,  [ames. 

Milton — 1.  Northamptonshire  Home  of  the  Earl  and  Countess  Fitzwilliam 

(Art.)    3 

Ditto — 2          .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .  Xi 

M  .  .  .,  J.  Review  .  .        .  .        .  .        .  .'       .  .        .  .        .  .        .  .        .  .  266 

McLean,  Ruari.  Book  Production  Notes        ..        ..        ..     59,  127,  208,  270 

Mann,  Sir  (ames.  Gauntlets  and  the  Meyrick  Society  (Art.)  .  .        .  .        .  .  97 

Mariacher,  Giovanni.  Venetian  Globes  of  the  Seventeenth  and  Eighteenth 

Centuries  (Art.)    ..        ..        ..        ..        ..        ..        ..  ..170 

Neumann,  Erwin.  A  Florentine  Mosaic  Table  Top  (Art.)     .  .         .  .  1X2 

Nevinson,  J.  L.  Costume  in  Castile  (Art.)       .  .        .  .        .  .        .  .        .  .  10 

P  .  .  .,  L.  G.  Review    58 
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Palmer,  Eric  C.  Did  Simon  de  Vlieger  accompany  Rembrandt  on  thejourney 
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R  .  .  .,  D.  T.  Review      . .        . .    56 

R  .  .  .,  W.  Review         .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .  265 

Reid,  William.  The  Present  of  Spam.  A  Seventeenth-Century  Royal  Gift 

(Art.)    21 

Riedl,  P.  A.  A  Few  Drawings  by  Francesco  Vanni  (Art.)     .  .  163 
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S  .  .  .,  H.  D.  W.  Review    265 
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Mount  Trust  Collection,  The  (Art.)  .  .        .  .        .  .        .  .        .  .        .  .  103 
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Tait,  Hugh.  Southwark  (Alias  Lambeth)  Delftware  and  the  Potter,  Christian 

Wilhelm:  1  (Art.)    36 

Thorpe,  A.  L.  Some  Early  Derby  Porcelain  (Art.)     .  .        .  .        .  .        .  .  260 

Vaughan,  Malcolm.  Connoisseur  in  America  (Notes)          .  .     74,  146,  218,  293 
Verdier,  Philippe.  Russian  Silversmiths'  Work  of  the  Seventeenth  and 

Eighteenth  Centuries  (Art.)       .  .        .  .        .  .        .  .        .  .        .  .  287 

W  .  .  .,  T.  Review         .  .        .  .        .  .        .  .        .  .        . .        .  .        .  .  203 

Books  Received  or  Reviewed 

'Africa.  The  Art  of  the  Negro  Peoples.  Art  of  the  World.  HI',  by  Elsy 

Leuzinger  .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .  208 

'American  Negro  Art',  by  Cedric  Dover       .  .        . .        .  .        .  .        .  .  270 

'Architects  and  Craftsmen,  British',  by  Sacheverell  Sitwell  .  .        .  .        .  .  60 

'Armi  Antiche.  Bulletin  of  Accademia  di  Marciano,  Turin',  i960  .  .        .  .  60 

'Arms  and  Armour  in  England  from  the  early  Middle  Ages  to  the  Civil 

Wars',  by  Sir  James  Mann,  K.C.V.O.  .  .        .  .        .  .        .  .        .  .  270 

'Art,  European.  A  Traveller's  Guide',  by  Wolfgang  Stadler          .  .        .  .  20X 

'Art  Plunder.  The  fate  of  works  of  art  in  war,  revolution  and  peace',  by 

Wilhelm  Treue   20X 

'Arte  Subtilissima,  by  Juan  de  Yciar,  A  Facsimile  of  the  1550  edition  of, 

translated  by  Evelyn  Shuckburgh.  Introduction  by  Reynolds  Stone  128 

'Arts  of  Man,  The',  by  Eric  Newton    .  .        .  .        .  .        .  .        .  .        .  .  208 

'Athos,  the  Mountain  of  Silence',  by  Philip  Sherrard          .  .        .  .        .  .  269 

'Bayerischen  Nationalmuseums,  Kataloge  des.  Vol.  XIII,  2.  Die  Bildwerke 

m  Holz,  Ton  und  Stein  um  1450  bis  zum  1540',  by  Theodor  Mtiller  125 

'Berenson',  by  Sylvia  Sprigge    .  .        .  .        .  .        .  .        .  .        .  .        .  .  204 

'Blake,  The  Art  of  William',  by  Anthony  Blunt  ..        ..  60,266 

'Bosschacrt  Dynasty,  The.  Painters  of  Flowers  and  Fruit',  by  L.  J.  Bol, 

Director  of  the  Museums  at  Dordrecht          .  .        .  .        .  .        .  .  270 

'Bouquets',  by  Jean  Louis  Prevost        ..        ..        ..        ..        ..        ..  128 

'Braque  Oeuvre  Graphique,  Georges',  by  Jean  Vallery-Radot.  Preface  by 

Julien  Cain  ..        ..        ..        ..        ..        •■        ■  .  ..128 

'British  Museum  Quarterly,  The.  Volume  XXII.  No.  12,  February  1960, 

and  No.  3  4,  April  i960'  ..        ..        ..        . .        . .  ..128 

'Buddhist  Art  of  Gandhara,  The.  The  Story  of  the  Early  School,  its  birth, 

growth  and  decline',  by  the  late  Sir  John  Marshall    ..        ..        ..  12X 

'Burke's  Peerage',  edited  by  L.  G.  Pine                   .  .        .  .                  .  .  34 

'Burley  on  the  Hill.  An  Illustrated  Survey  of  the  Historic  Rutland  Home  of 

the  Finch  Family' .  .        .  .        .  .        .  .        .  .        •  •        •  .        .  .  128 

'Camellia,  The.  Volume  IF,  by  Beryl  Lesli  Urquhart    12X 

'Canova.  II  Museo  Civico  di  Bassano:  I  Disegni  di  Antonio',  by  Elena  Bassi  207 
'Caskets  from  Cordoba',  by  John  Beckwith    ..        ..        ..        ..  ..128 

'Catalogue,  Exposition  a  la  Bibhotheque  Albert  I  du  21  Mai  an  30  Juillet 

i960',  celebrating  the  fiftieth  anniversary  of  the  Societe  des  Biblio- 
philes et  Iconophiles  de  Belgique        ..        ••                 ■•        •■  128 
'Ceramics,  Book  of,  by  Pravoslav  Rada.  Translated  by  A.  Parfait.  .  12X 
'Cezanne,  Mountain  of  Victory,  a  biography  of  Paul',  by  Lawrence  Hanson  128 
'Chaucer's  "The  Merchant  Tale'"  (Lion  and  Unicorn)                   .  .        .  .  60 

'Chinese  Eye,  The.  An  Interpretation  of  Chinese  Painting',  by  Chiang  Yee  60 

'Church  Furnishings.  Fashions  in.  1X40-1949',  by  Peter  F.  Anson              .  .  57 

'Churches  of  Rome,  The  Early',  by  Emile  Male       ..        ..        ..        ..  206 

'Clock  and  Watch  Makers  in  Wales',  by  [orwerth  C  Peate          .  .        .  .  12X 

'Coins  from  the  earliest  times  to  the  fall  of  the  Western  Empire,  Roman',  by 

Harold  Mattingly . .        ..        ..        ..        ..        ..        ..        .  .  208 

'Colin  Collection,  The.  Paintings,  Watcrcolours,  Drawings  and  Sculpture. 

collected  by  Mr.  and  Mrs.  Ralph  F.  Colin,  Pamela  T.  Colin  and  Ralph 

F.  Colin,  Jr.,  New  York'           .  .         .  .        .  .        .  .        .  .  60 

'Colour  Reproductions  of  Paintings  Prior  to  1X60,  Catalogue  of  .  .  12X 

'Confessions  of  an  Art  Addict',  by  Peggy  Guggenheim       .  .        .  .  128 

'Constable  Collection  in  the  Victoria  and  Albert  Museum,  Catalogue  of  the', 

by  Graham  Reynolds      .  .         .  .        .  .         .  .         .  .        .  .        208,  265 

'Crown  Jewels  of  Europe,  A  History  of  the",  by  Lord  Twining  .  .  265 
'Crumbling  Idols.  Twelve  Essays  on  Art.  Dealing  Chiefly  with  Literature, 

Painting  and  the  Drama',  by  Hamlin  Garland.  Edited  by  fane  Johnson  12X 

'Dala  Peasant  Painting,  Masterpieces  of.  by  Svante  Svardstrom     ..  128 


I  N  D  LX 


Books  Received  or  Reviewed — continued  PAG1 

'Dali.  A  Study  of  his  Art-in-Jewels.  The  Collection  of  the  Owen  Chcatani 

Foundation',  Foreword  by  A.  Hyatt  Mayor.  Comments  and  Captions 

by  the  Artist.  Edited  by  Lida  Livingston        .  .        .  .        . .        .  .  208 

'Daumier  Drawings',  by  K.  E.  Maison           .  .        .  .        .  .        .  .        .  .  208 

'Davids  Sanding,  C.  L.,  Tredje  Del'     .  .        .  .                  .  .        .  .  58 

'Decorative  Art.  Vol.  50'  ..        ..        ..        ..        ..        ..  ..128 

'Derain,  Andre',  by  Denys  Sutton                 .  .                  .  .        .  .  59 

'Dialogues  on  Art',  by  Edouard  Roditi          .  .        .  .        .  .        .  .  128 

'Dwiggins,  Postscript  to',  edited  by  Paul  Bennett     .  .        .  .        .  .  208 

'Egyptian  Art.  An  Introduction',  by  Boris  de  Rachewiltz.  Translated  by 

R.  H.  Boothroyd  .  .        . .        .  .        .  .        .  .        . .        . .        .  .  60 

'Encyclopedia  of  World  Art',  Volume  I         .  .        .  .        .  .        .  .  124 

'Etruscan  Lion,  The',  by  W.  Llewellyn  Brown  208 

'Faux  ct  Imitations  dans  FArt.  Tome  IF,  by  Guy  Isn.ird  .  .  128 
'Forgers,  Dealers,  Experts.  Adventures  111  the  twilight  of  Art  Forgery',  by 

Sepp  Schiiller.  Translated  by  James  Cleugh    .  .        .  .        .  .  128 

'Fort  Jesus  and  the  Portuguese  in  Mombasa,  1593-1729',  by  C.  R.  Boxer  and 

Carlos  de  Azevedo         ..        ..        ..        ..        ..        ..  ..125 

'Francois,  The  Biting  Eye  of  Andre',  with  an  Introduction  by  Ronald  Searle  270 
'Furniture,  The  Universal  System  of  Household',  by  Ince  &  Mayhew. 

Complete  reprint  with  a  Preface  by  Ralph  Edwards,  C.B.E.,  F.S.A.  12S 

'Glass  Studies,  Journal  of.  Volume  IF.  Corning  Museum  of  Glass  .  .  128 
'Gogh,  Van.  A  Study  of  his  Life  and  Work',  by  Frank  Elgar,  translated  from 

the  French  by  James  Clough     .  .        .  .        .  .        .  .        .  .  127 

'Greco,  Der  Bildhauer  Emilio',  by  Bernhard  Degenhart      .  .        .  .        .  20N 

'Greece.  Byzantine  Mosaics',  with  a  preface  by  Andre  Grabar  and  an 

introduction  by  Manolis  Chatzidakis    .  .         .  .         .  .         .  .        .  .  269 

'Handw  riting  Manual  by  Wolfgang  Fugger,  1 553',  translated  by  Frederick 

Plaat.  Foreword  by  Harry  Carter        .  .        .  .        .  .        .  .        .  .  12S 

'Hassall,  The  Wood  Engravings  of  Joan',  with  an  Introduction  by  Ruari 

McLean     .  .        .  .        .  .        .  .        .  .        . .        .  .        .  .        .  .  269 

'Hat  Boxes  and  Bandboxes  at  Shelburne  Museum,  Shelburne,  Vermont', 

by  Lilian  Baker    .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .  267 

'Heraldry  in  the  Victoria  and  Albert  Museum',  by  John  A.  Goodall         .  .  208 

'History  Today',  edited  by  Peter  Quennell  and  Alan  Hodge          .  .        .  .  276 

'Houses  and  Castles  in  Great  Britain  and  Northern  Ireland,  Historic,  500 

Houses,  Castles  and  Gardens  open  to  the  Public'        .  .        .  .  60 

'Irish  Families,  Their  Names,  Arms  and  Origins',  by  Edward  MacLysaght  58 

'Italian  Painters  of  the  Renaissance,  The',  by  Bernhard  Berenson  128 
'Japanese  Ceramics',  by  Roy  Andrew  Miller  ..                  ..        ..  ..123 

'Japanese  ink-painting  as  taught  by  Ukai  Uchiyama',  by  Kay  Morrissey 

Thompson.  .         .  .         .  .        .  .         .  .         .  .         .  .         .  .         .  .  270 

'Jewelry,  The  Story  of,  by  Marcus  Baewald  and  Tom  Mahoney  .  .        .  .  128 

'Kindred  Spirit,  The",  by  Lord  Kinross           .  .         .  .         .  .                   .  .  59 

'Kremlin  Art  Treasures,  The",  by  David  Douglas  Duncan   .  .        .  .        .  .  56 

'Lennoxlove  House,  Haddington,  East  Lothian,  The  History  and  Treasures 

of.  Home  of  the  Duke  of  Hamilton'    .  .         .  .         .  .         .  .         .  .  60 

'London  the  unique  city',  by  Steen  Eiler  Rasmussen  .  .                  .  .  208 

'Maiolica  Italiana  Sino  Alia  Comparsa  della  Porcellana  Europea,  La',  by 

Giuseppe  Liverani  .  .        .  .  .  .        .  .        .  .        1 24,  208 

'Metamorphosis  of  the  Gods,  The',  by  Andre  Malraux       .  .                  .  .  208 

'Military  Uniforms  of  Britain  and  the  Empire  1742  to  the  Present  Tune.  The 

Imperial  Services  Library.  Volume  IV,  by  Ma|or  R.  Money  Bares  128 

'Monet's  Paintings  of  Rouen  Cathedral,  Claude",  by  George  Heard  Hamilton  270 

'Munch,  Edvard",  by  Otto  Beneseh     .  .        .  .        .  .        .  .        .  .        .  .  270 

'Museums  and  Galleries  in  Great  Britain  and  Northern  Ireland.  800  collec- 
tions with  1 50  illustrations'        ..        ..        ..        ..        ..        ..  12S 

'Museums  Journal,  The.  Volume  60.  Numbers  1  and  2,  April  and  May  i960'  60 

Ditto — Volume  60.  Number  6,  September  i960                 .  .        .  .        .  .  208 

'Music,  The  Pelican  History  of.  Volume  1.  Ancient  Forms  of  Polyphony', 

edited  by  Denis  Stevens  and  Alec  Robertson  .  .        .  .        .  .        .  .  208 

'Nash,  The  Architecture  of  John',  by  Terence  Davis.  .         .  .        .  .         .  .  126 

'National  Gallery,  The,  July  1958-December  1959'    ..        ..        ..  128 

'National  Gallery  Catalogues.  The  Dutch  School',  by  Neil  Maclaren       .  .  275 

'National  Gallery  Catalogues.  The  German  School',  by  Michael  Levey  .  275 
'National  Gallery  with  a  representative  selection  of  pictures,  A  Brief  History 

of  the',  by  Michael  Levey         .  .        .  .        .  .        .  .        .  .  208 

'Nederland.  Gedrukt  in'  .  .         .  .         .  .         .  .         .  .         .  .         .  .         .  .  270 

'Nude,  The',  by  Kenneth  Clark    208 

Architecture  PAGI 

Bowes  Museum,  Co.  Durham 

Interior,  Room  2,  the  new,  or  French  Room     .  .        .  .        .  .  136 

Brighton,  Royal  Pavilion 

Bedroom  in  the  Chinese  taste,  newly-created       ..       ..       ..       ..  13  s 

Dolphin  furniture  suite  from  Admiralty  House,  Whitehall  ..  13s 
Flat,  Mr.  Villiers  David's 

Interior,  Drawing  Room  ..  ..51 

Grosvenor  Square,  London,  home  of  Sir  Simon  and  Lady  Marks 

Interior,  Drawing  Room        ..        ..        ..        ..        ..         ..         ..  247 

Lante,  Villa,  Bagnaia 

Interior,  ceiling  with  4  fresco  panels  of  scenes  from  life  of  Moses,  attributed 

to  Cccco  del  Caravaggio          .  .        .  .        .  .        .  .        .  .  161 

Ditto — ditto — 3  details  ..        ..        ..        ..        ..        ..  ..161 


Books  Received  or  Reviewed — continued  pagj 

'Numismatics,  The  Teach  Yourself  Guide  to.  An  A.  B.C.  of  Coins  and  Coin 

Collecting',  by  C.  C.  Chamberlain      .  .        .  .        .  .  60 

'Oberammergau  and  its  Passion  Play.  Official  Guide'          .  .        .  .  128 

'Painter  and  Sculptor,  The.  A  journal  of  the  visual  arts.  Volume.  3.  No.  1'  128 
'Painting,  Drawing  and  Sculpture  Collected  by  Louise  and  Joseph  Pulitzer, 

(r..  Modern.  2  Volumes' .  .        .  .        .  .        .  .        .  .        .  .        .  .  128 

'Pallavicini  in  Roma,  La  Galleria:  Catalogo  dei  Dipinti',  by  Federico  Zeri  204 

'Pantheon'   i'X> 

'Paris,  School  of,  by  Raymond  Nacenta        .  .        .  .        .  .        .  .        •  •  270 

'Passionate  Sightseer,  The',  by  Bernard  Berenson      .  .        .  .  204 

'Permanent  Red.  Essays  in  Seeing',  by  John  Berger  ..                  ..  270 

'Picasso.  The  Early  Years',  by  Jin  Padrta.  With  a  Preface  by  Jean  Cocteau  128 
'Poems  and  Drawings  in  Mud  Time',  by  John  Best,  with  line  illustrations  by 

Rigby  Graham     .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .  60 

'Portraits  Graves  Beiges',  by  Marie  Mauquoy-Hendrickx      ..  ..60 

'Powderham  Castle,  Devon.  An  Illustrated  Survey  of  the  Historic  Home  of 
the  Courtenay  Family',  History  and  Description  of  Contents  by  Lady 

Paulina  Pepys,  M.A   128 

'Pozzuoli,  The  Baths  of,  by  C.  M.  Kauffmann        .  .        .  .        . .  205 

'Prince  Eugen's  Waldersudde',  by  Gustaf  Lindgren   ..        ..        ..        ..  128 

'Prince  in  Captivity.  Based  on  the  Memoirs  and  Unpublished  Letters  of 
Antoine  Philippe   D'Orleans,   Due  de   Montpensier,    1 775-1 807', 

edited  by  Malcolm  Hay  .  .                  .  .                  .  .        - .        .  .  270 

'Printing,  Four  Centuries  of  Fine',  by  Stanley  Morison       .  .        .  .        .  .  60 

'Printing  Types',  Updike's        .  .        .  .        .  .        .  .        .  .        .  .        .  .  59 

'Private  Press  Books  1959'         ..        ..        ..        ..        ..        ..        •■  60 

'Ravenna,  La  Galleria  dell'  Accademia  di',  by  Alberto  Martini  207 
'Rococo,  The  Age  of,  by  Arno  Schonberger  and  Halldor  Soehner          .  .  55 
'Romanesque  Europe",  edited  by  Harald  Busch  and  Bernd  Lohsc.  Introduc- 
tion by  R.  H.  C.  Davis   57 

'Royal  Pavilion",  by  Clifford  Musgrave         .  .        .  .                  .  .        .  .  55 

'Rugs  and  Carpets,  Oriental:  A  Comprehensive  Study',  by  Arthur  Urband 

Dilley,  revised  by  Maurice  S.  Dimand           .  .        .  .        .  .  127 

'Rugs,  Oriental:  An  Illustrated  Guide',  by  Hermann  Haack,  edited  and 

translated  by  George  and  Cornelia  Wingfield  Digby          .  .        .  .  127 

'Scottish  Art  Review.  Volume  VII.  No.  4,  i960.  Special  Glasgow  Number' .  .  128 

'Shakespeare  and  the  Artist',  by  W.  Moelwyn  Merchant     .  .                  .  .  123 

'Sickert',  by  Lillian  Browse       .  .        . .        . .        .  .        .  .        .  .        .  .  266 

'Silver,  Dutch:  Volume  III.  Wrought  Plate  of  the  Central,  Northern  and 
Southern  Provinces  from  the  Renaissance  until  the  end  of  the  Eight- 
eenth Century",  by  J.  W.  Fredenks      .  .        .  .        .  .        .  .        .  .  268 

'Sport  and  the  Horse.  Catalogue  of  the  Exhibition  of  Paintings  assembled 

at  the  Museum  in  Richmond  from  April  1  through  May  15,  1900'  60 

'Symbols,  Signs  and  their  meaning",  by  Arnold  Whittick             .  .        . .  208 

'Ter  Borch,  Gerard',  by  S.  f.  Gudlaugsson      .  .        .  .        .  .        .  .        .  .  270 

'Themes  and  Variations.  Five  centuries  of  master  copies  and  interpretations', 

by  K.  E.  Maison  ..         ..         ..         ..         ..         ..         ..         ..  208 

'Ticpolo  Drawings  in  the  Victoria  and  Albert  Museum,  Catalogue  of  the",  by 

George  Knox       .  .        .  .        .  .        . .        .  .        .  .        . .        .  .  203 

'Tod  eines  Engels,  Der",  by  Jean  Paul  .  .        .  .        .  .        .  .        .  .        .  .  60 

'Trees  and  Bushes  in  Wood  and  Hedgerow',  by  Helge  Vedel  and  Johan 

Lange        .  .        .  .        . .        . .        . .        . .        . .        . .        . .  208 

'Trees  and  Shrubs,  Decorative",  by  Hans  Zaugg  and  Hans  Coaz,  translated  and 

adapted  by  Herbert  L.  Edlin      .  .        .  .        .  .        .  .        .  .        .  .  268 

'Tuscan  Sources  before  Vasari,  An  Index  of  Attributions  made  in',  by  Peter 

Murray     . .        . .        . .        . .        . .        . .        . .  206 

'Tuscany  from  Cimabue  to  Andrea  del  Sarto,  The  Mural  Painters  of ',  by  Eve 

Borsook     .  .        .  .        . .        .  .        .  .        .  .        .  .        .  .        .  .  203 

'Type  Book,  The  Western",  designed  by  John  Ryder          .  .        .  .        .  .  270 

'Type  Designs',  by  A.  F.  [ohnson        .  .        .  .        .  .        .  .        .  .        .  .  60 

'Uhren',  by  Ernst  von  Bassermann-Jordan      .  .        .  .        .  .        .  .        .  .  270 

'Victoriana:  A  Collector's  Guide',  by  Violet  Wood  .  .                  .  .  267 

'Vitrine,  La'         . .        . .        .  .        . .        . .        . .        . .        . .        . .  196 

'  Water-Colour  Society's  Club,  The  Old.  The  Thirty-Fifth  Annual  Volume', 

edited  by  Adrian  Bury             .  .        .  .        .  .        .  .        .  .        .  .  208 

'Weapons,  The  Archaeology  of,  by  R.  Ewart  Oakeshott              .  .        .  .  265 

'Wedgwood  and  Artists',  by  Harry  M.  Buten           .  .         .  .         .  .         .  .  208 

'Youth',  by  Joseph  Conrad,  with  8  nine-colour  hnocuts  by  Blair  Hughes- 

Stanton      .  .        .  .         .  .         .  .         .  .         .  .         .  .         .  .         .  .  60 


Architecture — 1  ontinued  pagf 

Interior,  Entrance  Hall,  ceiling  with  battle-piece  attributed   to  Marzio 

Ganassini  .  .        .  .        .  .        .  .        .  .        .  .  1 59 

Interior,  Entrance  Hall,  fresco,  scene  from  Roman  history  attributed  to 

Cecco  del  Caravaggio    ..       ..       ..       ..       ..       ..  ..160 

Interior,  Loggia  of  the  palazzina  Montalto.  ceiling,  detail  of  fresco  158 
Interior,  Room,  a  small,  ceiling  designed  by  the  Cavalicrc  d'Arpino     .  .  159 
Interior,  Room,  a  small,  ceiling  designed  by  the  Cavalicre  d'Arpino  with 

help  of  an  assistant         ..        ..        ..  ..        ..  ..160 

Interior,  Salone,  ceiling,  stuccoed  and  frescoed      ..       ..       ..  ..158 

Ditto — ditto — detail  ..        ..        ..        ..        ..        ..  ..158 

Interior,  Salone,  frieze,  detail  .  .         .  .         .  .        .  .  159 

Lechi,  Villa,  Montironc 

Exterior,  garden  facade  ..        ..        ..        ..        ..        ..  ..153 


ILLUSTRATIONS 


\  ii 


INDEX 


Architecture — continued  PAGE  Arms  and  Armour — continued  page 

Exterior,  screen  dividing  courtyard  formed  by  house  and  its  wings  from  Gauntlets,  pair,  Italian,  c.  1570           ..       ..       ..       ..       ..       . .  101 

the  formal  garden,  erected  c.  1760  ..        ..156  Gauntlets,  pair,  made  in  1958  by  Mr.  E.  H.  Smith  and  M.  A.  Davies,  repairers 

Interior,  Ballroom  (colour  plate)      .  .        .  .        .  .        .  .                  .  .  152  in  the  workshop  of  the  Armouries  of  the  Tower  of  London,  for  the 

Interior,  Drawing  Room  of  the  apartment  on  the  mezzanine  floor  1  s  >               Greenwich  armour  of  Lord  North,  c.  1550    ..       ..       ..       ..  100 

Interior,  Entrance       ..        ..        ..        ..        ..        ..        ..        ..154  Gun  barrel,  English,  early  XVII  century,  K.  127       ..        ..        ..        ..  23 

Interior,  Staircase  leading  to  gallery  on  the  piano  nobile             ..        ..  154  Ditto — breech      ..        ..        ..        ..        ..        ..        ..        ..        .  22 

Stables,  interior,  erected  c.  1750               ..       ..       ..       ..       ..156  Ditto — muzzle     ..                ..       ..       ..       ..       ..       ..  22 

Lisbon,  Church  of  S.  Roque  Gun  barrel,  English,  early  XVII  century,  K.  129       ..        ..        ..  23 

Chapel  of  St.  John  the  Baptist          . .        .  .        .  .        .  .        . .        .  .  86  Ditto — breech                .  .        .  .        .  .        .  .        .  .        .  .        .  .  22 

Milton,  Northamptonshire        . .  Ditto — muzzle               .  .        .  .                  .  .        .  .        . .        .  .        .  .  22 

Exterior,  North  Front           ..        ..        ..        ..        ..        ..        ..  3  Guns,  by  Boutet,  made  for  Napoleon  Bonaparte,  barrels  by  Ezekicl  Baker,  2  231 

Exterior,  South  Front,  2  views         ..        ..        ..        ..        ..        ..  5  Ditto — detail,  top  view  of  one  showing  gold  inlaid  barrels                     ..  232 

Exterior,  Stable  Block           .  .        .  .        .  .        .  .        .  .        .  .        .  •  4  Ditto — detail,  trigger  guard,  silver,  on  one     .  .                  .  .        .  .        .  .  232 

Interior,  Ball  Room  (colour  plate)              ..        ..        ..        ..  80  Kote,  pair,  Japanese  mail  sleeves  with  gauntlets  attached,  made  by  Miyochin 

Interior,  Breakfast  Room  (colour  plate)       ..        ..        ..        ..        ..  2                Muneyasu,  c.  1550         ..        ..        ..        ..        ..  I02 

Interior,  Chinese  Wallpaper  Bedroom                 ..        ..        ..        ..  85  Mitten  gauntlet,  German,  c.  1520-30    ..        ..        ..        ..        ..        ..  yg 

Interior,  Dining  Room,  the  Large    ..        ..        ..                 ..        ..  82  Mitten  gauntlet,  German,  c.  1535        ..        ..        ..        ..        ..        ..  y8 

Interior,  Flitcroft's  Pillared  Hall,  now  main  Drawing  Room,  2  views   .  .  7  Pistol  made  for  the  Prince  Regent  by  Samuel  Brunn,  detail,  butt  mask    .  .  234 

Interior.  Library                    .  .        .  .        .  .        .  .        .  .        .  .  84  Ditto — detail,  side  plate             .  .         .  .        .  .        .  .        .  .        .  .         .  .  234 

Interior,  North  Hall,  looking  east              .  .        .  .        . .        .  .        .  .  6  Ditto — detail,  silver  work  by  the  London  silversmith  Mark  Bock  .  .        .  .  234 

Interior,  North  Hall,  looking  west             .  .        . .        . .        .  .  6  Ditto — detail,  trigger  guard       .  .        .  .        .  .        .  .        .  .        .  .        .  .  234 

Interior,  Peterborough  Dining  Room,  or  Boudoir          ..  84  Pistol,  pocket,  the  Prince  Regent's,  made  by  Durs  Egg       ..                 ..  234 

Interior,  Staircase  Hall.  .                                      ..        ..        ..        ..  8  Ditto — detail,  top  view  ..        ..        ..        ..        ..        ..        ..        ..  234 

Interior,  Staircase  Landing,  3  views            .  .        .  .        .  .        .  .        .  .  83  Pistols,  cased,  pair,  made  by  Ezekiel  Baker,  fitted  with  cut  down  Boutet 

Interior,  Tea  Room     ..                                    ..                 ..        ..  83                 barrels       ..        ..        ..        ..        ..        ..        ..        ..  232 

Interior,  Wentworth  Bedroom  (colour  plate)                  .  .        .  .        .  .  2  Ditto — detail,  pair  of  Boutet  barrels     .  .         .  .         .  .        .  .        .  .        .  .  232 

Pans,  3,  Quai  Bourbon  Pistols,  double  barrel,  by  Durs  Egg,  pair,  walnut  stocks  inlaid  with  the  Prince 

Shop  front,  given  to  the  Metropolitan  Museum,  New  York  by  Mr.  J.  Pier-                        of  Wales  crest      ..        ..        ..        ..        ..        ..        ..  235 

pont  Morgan  in  1920      ..        ..        ..        ..        ..        ..        ..  295  Pistols,  double  barrel  under-and-over,  by  Ezekicl  Baker,  pair,  gold  thumb 

Philadelphia  Museum                                                                                                  plates  in  the  form  of  the  Prince  of  Wales  feathers     .  .        .  .        .  .  236 

(  hapel,  rococo,  Portuguese,  assembled  by  Fleisher  Art  Memorial  149  Pistols,  presentation,  pair,  Scottish,  late  XVIII  century                             ..  66 

Titlarks',  Ascot.  Berkshire,  home  of  Sir  Simon  and  Lady  Marks  Snaphance  lock,  K.  128,  2  views         .  .        .  .        .  .        .  .        .  .        . .  22 

Interior,  Drawing  Room       .  .                           .  .        .  .        .  .        .  .  247  Spurs  and  cap  (gorro)  of  Fernando  de  la  Cerda  (colour  plate)                   .  .  11 

Wyndham  Place,  No.  14  Suit  of  armour,  three-quarter,  English           ..        ..        ..        ..        ..  280 

Interior,  Ante  Room,  2  views          .  .        .  .        .  .        . .        .  .        .  .  227  Sword  and  side-laced  gown  (saya)  of  Fernando  de  la  Cerda.  .                  .  .  15 

Interior,  Ante  Room  and  Corridor  from  the  Staircase  Landing  .  .        .  .  225  Sword  of  Boabdil,  last  Moorish  King  of  Granada,  captured  from  the  king  after 

Interior,  Dining  Room  (colour  plate)          .  .        .  .        .  .        .  .        .  .  224                 the  Battle  of  Lucena  in  1483      .  .         .  .        .  .        .  .        .  .        .  .  20 

Interior,  Drawing  Room,  2  views    .  .                 .  .        .  .        .  .  229  Sword  of  Sancho  IV,  el  Br,wo,  of  Castile  and  Leon  (reigned  1284-95)       .  .  20 

Interior,  Library,  corner  of  (colour  plate)    .  .                 .  .        .  .        .  .  224  Sword,  Spanish,  from  the  Instituto  de  Valencia  de  Don  Juan,  Madrid,  late 

Interior,  Sitting  Room,  Mrs.  Ford's  . .        .  .        .  .        .  .        .  .        .  .  227                XIII  century        .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .  20 

Interior,  Staircase  Landing     ..                 ..        ..        ..        ..        ..  22  5  Sword,  Spanish,  from  the  Instituto  de  Valencia  de  Don  Juan,  Madrid,  c.  1500  20 

Interior,  Study,  Mr.  Ford's    ..        ..        ..        ..        ..        ..        ..  228  Sword  of  unknown  prince  of  the  Royal  House  of  Castile  and  Leon,  first  half 

XIV  century        . .        . .        .  .        .  .        .  .        .  .        .  .        .  .  20 

Arms  and  Armour  Targets  shot  by  the  Prince  Regent  at  Brighton  in  1805,  reproduced  by  Baker 

in  his 'Remarks  on  Rifle  Guns'  ..        ..        ..  ..23] 

Armour,  field,  from  the  'K.D.'  garniture  of  the  Emperor  Charles  V,  by  Trigger  guard,  English,  early  XVII  century,  K.  130  .  .        .  .        .  .        .  .  22 

Colman  Helmschmied  of  Augsburg,  c.  15 18.                    ..        ..  17 

Armour  for  the  Freiturnier  (lacking  its  skirt  and  tassets)  from  the  'waves  and  Artists,  Engravers  and  Sculptors 
clouds'  garniture,  made  for  Philip  II  as  Infante  by  Wolfgang  Gross- 

chedel  of  Landshut  in  1554       ..        ..        ..        ..        ..        ..  19  Adam,  Robert 

Ditto — extra  pieces  for  the  Italian  Joust      ..        ..        ..        ..        ..  19          Arch  of  Augustus  at  Fano,  1755,  pen,  brown  ink  and  grey  and  brown  wash  [88 

Armour  of  Don  Gaspar  de  Guzman,  Conde  Duque  de  Olivaries  (shown  in  Arch  of  the  Goldsmiths,  Rome,  c.  1756,  pen,  brown  ink  and  grey  and 

his  portrait  by  Velazquez  in  the  Prado),  probably  Flemish,  c.  1630  19  brown  wash        ..        ..        ..        ..        ..        ..  ,.188 

Armour  of  Philip  I,  the  Handsome,  Flemish,  early  XVI  century    .  .        .  .  17  Design  for  a  park  with  artificial  ruins,  1756,  pen  and  black  ink  with  some 

Bard  and  armour  for  the  Freiturnier,  from  the  'Burgundy  Cross'  garniture                        brown  ink  and  grey  and  black  washes  on  grey  paper          .  .        .  .  187 

made  for  Philip  II  as  Infante  by  Wolfgang  ( Jrosschedel  of  Landshut  111                  Design  for  a  park  with  artificial  ruins,  1756,  pen,  brown  ink  and  grey  wash  1  87 

1551          ..        ..        ..        ..        ..        ..        ..        ..        ..  18  Frontispiece  for  a  volume  of  Italian  sketches  by  George  Keate,  c.  1760, 

Crossbow  bearing  Tudor  Royal  Arms,  etched  decoration  of         .  .        .  .  23                 pen,  brown  ink  and  grey  wash  .  .        .  .        .  .        . .        .  .        .  .  187 

Crossbow,  J.  109  . .        ..        ..        ..        ..        ..        ..        ..  26         Interior  of  S.  Maria  degli  Anglei,  Rome,  c.  1756,  pen,  brown  ink  and  grey 

Ditto — bow  irons  and  loops      ..        ..        ..        ..        ..        ..        ..  24  wash         ..        ..        ..        ..        ..        ..        ..        ..  ..194 

Ditto — etched  work  on  ..                 ..        ..        ..        ..        ..        ..  23          Roman  antiquities  at  Sora,  1756,  pen,  brown  ink  and  grey  wash  193 

Ditto — trigger  roots  and  cheeks                    ..        ..        ..        ..        ..  24          Temple  of  Clitumnus,  1756,  pen,  brown  ink  and  grey  and  brown  wash  [88 

Crossbow,  J.  1 10,  gafflcs           ..        ..        ..        ..        ..        ..        ..  25  Tomb  of  Theodoric  at  Ravenna,  1755,  pen,  brown  ink  and  grey  and  brown 

Crossbow,  J.  1 1 1  .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .  26                wash         .  .        .  .        . .        .  .        .  .        .  .        .  .        .  .        .  .  193 

Ditto — bow  irons  and  loops      .  .        . .        . .        .  .        . .        . .        .  .  24  Adam,  Robert  (or  Charles  Louis  Clerisseau).  Acqua  Vergine  in  Via  del 

Ditto — etched  work  on  ..        ..        ..        ..                 ..        ..  23                 Nazareno,  Rome,  [755,  pen,  brown  ink  and  grey  and  brown  wash  ..  190 

Ditto — trigger  roots  and  cheeks          ..        ..        ..        ..        ..  24  Algardi.  Fountain  in  the  courtyard  of  Pope  Damasus,  terracotta  bozzetto  for 

Crossbow,  J.  [12,  gatfles                                ..                  ..        ..  25                 the  marble  relief  (sculpture)       ..        ..        ..        ..        ..        ..  220 

Gauntlet,  duelling,  of  mail,  for  the  left  hand,  known  as  a  guante  di  presa,  2  Aiken,  Henry.  Senr.  Hunting  Scene  (one  of  set  of  4)                              .  .  52 

views        .  .        .  .        .  .        .  .        .  .        .  .        .  .        . .  101  Bartolomeo  di  Giovanni.  The  Resurrection    .  .                  .  .                  .  .  104 

Gauntlet,  elbow,  for  the  left  (bridle)  hand,  English  of  the  time  of  the  Cavil  Benaglio,  Francesco 

War,  mid-XVII  century           ..        ....           ..        ..        ..101          St.  John  the  Baptist     ..        ..        ..                  ..        ..        ..        ..  106 

Gauntlet,  embossed,  etched  and  gilt,  from  the  Radziwill  Armoury,  German,                  St.  Prosdocimus          ..                  ..        ..        ..        ..        ..  106 

c.  1515       ..        ..        ..        ..        ..        ..        ..        ..        ..  98  Berckheyde,  Gerrit.  A  View  of  Amsterdam             ..        ..                  ..  213 

Gauntlet,  embossed  with  acanthus  and  parcel  gilt,  Milanese,  c.  1535-40    .  .  99  Beyercn,  Abraham  van.  Still-Life  with  Fish  (colour  plate)                       .  .  121 

Gauntlet,  fluted,  with  Nuremberg  mark,  c.  1520      ..        ..        ..        ..  98  Bologna,  Giovanni  da.  Figure  of  a  bull,  bronze  (sculpture)  282 

Gauntlet,  hour-glass  form,  Italian,  2nd  half  XIV  century     ..        ..        ..  97  Bormard,  P.  Petite  route  meridionale  au  Cannet  1 924                   ..        ..  65 

Gauntlet,  locking,  for  the  right  hand,  etched  decoration,  German,  c.  1560  100  Bosch,  Hieronymous.  Christ  Mocked           ..        ..        ..        ..        ..  294 

Gauntlet,  locking,  for  the  right  hand,  russet,  etched  and  gilt.  South  German,  Botticelli 

c.  1560      ..                 ..        ..        ..        ..        ..        ..  too         Angel,  drawing          ..        ..                 ..                          ..        ..  219 

Gauntlet,  made  in  Royal  Workshops  at  Greenwich,  c.  1590          ..        ..  too         Madonna  and  Child  with  Angels              ..        ..        ..                 ..  104 

Gauntlets,  bell-cuffed,  pair,  German,  early  XVI  century      ..        ..        ..  98  Botticini,  Francesco.  Portrait  of  a  Young  Man         ..  ..211 

Gauntlets,  fluted,  for  left  and  right  hands,  contemporary,  not  a  pair,  German,  Boucher,  F. — see  Daulle,  J. 

c.  1520      ..  ..        ..        ..  ..        ..        ..98  Boucher,  F. — see  Fessard,  Etienne 

Gauntlets,  fluted,  pair,  German,  c.  1515         ..       ..       ..       ..  98  Boucher,  Francois.  The  Trout  Stream  . .  ..  ..65 

Gauntlets,  pair  from  the  armoury  of  the  Earl  of  Pembroke  at  Wilton  House.  Boudin,  Eugene 

Italian  or  Flemish,  c.  1550         ..         ..        ..                   ..        ..100           Entree  du  Port  de  Trouville  ..                             ..  25  i 


V  111 


INDEX 


Artists,  Engravers  and  Sculptors — continued  PAGE 

Raz  dc  Sein,  Bretagne          . .       . .       . .       . .       . .       . .       . .  279 

Bouts,  Aelbrecht.  Annunciation          . .        . .        . .                 . .        . .  294 

Bristow,  Edmund.  The  Chair  Mender           .  .        .  .  3  S 

Brueghel,  Jan — see  Momper,  Joos  de 

Briiggemann,  Hans.  St.  George  and  the  Dragon,  detail  (sculpture)           .  .  143 

Canaletto.  View  of  Venice       . .        . .        . .        . .        . .                 . .  8 

Cantarini,  Simone.  The  Rest  on  the  Flight  into  Egypt  (etching)  [95 
Caravaggio,  Cecco  del,  attributed  to.  Christ  Driving  the  Money-changers 

from  the  Temple  .  .        .  .        .  .        .  .        .  .  .161 

Carracci,  A.  Bound  Nude,  drawing     .  .        .  .        .  .        .  .  .219 

Cezanne,  Paul.  Landscape,  Aix-en-Provence  . .        . .        . .  139 

Chagall,  Marc.  Grand  Bouquet  de  Fleurs       . .        .  .        . .        . .        . .  65 

Christus,  Petrus 

Madonna  and  Child    .  .        .  .        .  .        .  .        .  .        .  .        .  .  294 

Portrait  of  a  Man        .  .        .  .        .  .        .  .        .  .        .  .  294 

Claesz,  Pieter.  Still-Life  ..        ..        ..        ..  ..        ..  ..213 

Clerisseau,  Charles  Louis 

Arch  of  Augustus  at  Fano,  1 755,  pen,  brown  ink  with  grey  wash  heightened 

with  gouache       ..        ..        ..        ..        ..                  ..  1 88 

Arch  of  the  Goldsmiths,  Rome,  c.  1756,  pen,  brow  n  ink  and  brown  wash  188 

Temple  of  Clitumnus,  1756,  pen,  brown  ink  and  brown  wash  188 
Clerisseau,  Charles  Louis  (or  Robert  Adam).  Acqua  Vergine  in  Via  del 

Nazarcno,  Rome,  1755,  pen,  brown  ink  and  grey  and  brown  wash  190 
Clerisseau,  Charles  Louis,  perhaps.  View  of  the  north  side  of  the  Forum  with 
the  substructure  of  the  Palace  of  Tiberius  and  the  Farnese  Gardens,  pen. 

black  ink  and  grey  wash           .  .        .  .        .  .        .  .  187 

Clerisseau,  Charles  Louis,  probably.  View  of  the  Forum  of  Trajan.  Rome, 

c.  1756,  pen,  brown  ink  and  brown  and  grey  wash         .  .        .  .  194 

Cooper,  Abraham.  'Ellis'  with  John  Day  up  and  trainer  |ohn  Doe           .  .  131 

Coronelli,  V.  Globe  made  for  Louis  XIV  (engraving)                             .  .  171 

Corot,  C.  J.  B.  Vieille  Filcuse    . .        . .                          . .        . .        . .  248 

Correggio.  Study  for  an  altar  screen  with  four  Saints,  drawing      .  .        .  .  219 

Coter,  Colijn  de.  Christ  as  Man  of  Sorrows   .  .        .  .        .  .  107 

Coysevox,  Charles-Antoine.  Bust  of  Louis  de  Bourbon,  Prince  de  Conde, 

bronze  on  a  marble  base  (sculpture)                                  .  .        .  .  115 

Cranach,  Lucas,  the  Elder.  Portrait  of  |ohan  Bugenhagen  .  .  64 
Crome,  John  (Old) 

Blacksmith's  Shop,  The,  near  Hingham,  Norfolk  .  .                           .  .  21s 

Edge  of  a  Common,  The      ..        ..        ..        ..        ..        ..  216 

Harling  Gate,  near  Norwich  .  .        .  .        .  .        .  .        .  .        .  .  215 

Hautbois  Common     ..        ..        ..        ..                 ..  215 

Hav  Barges  on  the  Yare                           .  .        .  .        .  .        .  .  217 

Landscape  with  Church :  Ruined  Tower     ..        ..        ..        ..  ..217 

Near  Hingham,  Norfolk       .  .        . .        .  .        .  .        .  .        .  .        .  215 

Old  Water  Mill,  An   ..215 

Thatched  Cottages,  watercolour       .  .        .  .        .  .        .  .  .217 

View  on  the  Solent     .  .                  .  .        .  .        .  .  216 

Windmill  near  Norwich,  A   ..        ..        ..        ..        ..        ..  216 

Wood  Scene:  Pool  in  Front  .  .        .  .        .  .  216 

Daulle,  J.,  after  F.  Boucher.  Le  Feu  (engraving)        ..                ..       ..  95 

Degas  Edgar 

Ballet,  Le         .  .        . .        .  .        . .        .  .        .  .        .  .        .  .  249 

Cavaliers  sur  une  Route                  .  .        .  .        .  .                  .  .  139 

Trois  Jockeys    .  .        .  .        .  .        .  .                  .  .        .  .        .  .  280 

Delacroix,  Eugene.  Le  Marcchal-Fcrrant        .  .        .  .        .  .        .  .  ..119 

Devis,  Arthur.  The  Sefton  Family       .  .        .  .  211 

Dubbels,  Hendrik.  A  Dutch  naval  vessel  getting  under  way  213 

Dyck.  Sir  Anthony  van.  Portrait  of  Tomaso  Raggi  .  .        .  .        .  .        .  .  107 

Epstein,  Jacob.  Head  of  Sholcm  Asch,  bronze  (sculpture)  .  .  66 
Ferneley,  fohn 

Burton  Hunt,  The       .  .        .  .        .  .        .  .        .  .                  .  .  35 

Full  Cry.  .                           .  .        .  .        .  .                  .  .        .  .        .  .  140 

Sir  Francis  MacKenzie,  Master  of  the  Quorn  Hunt  140 

Fessard,  Etienne,  after  F.  Boucher.  L'Amour  Vendangeur  (engraving)       .  .  94 
Flemalle,  Master  of,  or  artist  in  his  circle  (c.  1375-1444).  Thief  on  the  Cross 

(silver-point  on  paper)               .  .         .  .                   .  .         .  .         .  .  78 

Fornenburgh,  J.  B.  van,  the  Elder.  Flowers  in  a  Glass  Vase  .  .  .120 

Franchi,  Rossello  dijacopo.  Madonna  of  Humility,  Saints  and  Angels  104 

Fremin.  Modello  for  a  sculpture  made  for  Marly  in  1 7 1 7,  terracotta  (sculpture)  49 

Ganassini,  Marzio.  The  Martvrdom  of  St.  Andrew  .  .  159 
Goerg,  Edouard 

Chevelure,  La,  illustration  for  'Les  Fleurs  du  Mai'  (engraving)  114 
Cover  of  Volume  2  of  'Les  Fleurs  du  Mai',  lithograph  111  grcv  and  pale 

maroon  (engraving)  .  .        .  .         .  .         .  .         .  .  .109 

Crepuscule  du  Matin,  Le,  illustration  for  Volume  2  of 'Les  Fleurs  du  Mai' 

(engraving)    111 

Epigraphe  pour  tin  livre  condamne,  illustration  for  'Poems  ajoutes'  (engra- 
ving)   Ml 

Frontispiece  to  'Les  Fleurs  du  Mai'  (engraving)  1  1  i 

Malabraise,  A  une,  illustration  for  'Les  Fleurs  du  Mai'  (engraving)  1  10 
Vers  pour  le  Portrait  de  M.  Honorc  Daumier,  illustration  for  'Poems 

ajoutcs' (engraving)        ..       ..       ..  ..112 

Goes,  Hugo  van  der.  Portrait  of  .1  Donor  with  St.  |ohn  the  Baptist  .  .  294 
Gogh,  Van 

Self-portrait.  Pans  or  Aries  period,  1887  or  1888,  oil  on  cardboard  1  (8 
Self-portrait,  Paris  or  Aries  period,  1887  or  1888,  oil  on  cardboard,  the 

subject  of  extensive  literature  and  exhibitions  between  1905  and  1930  138 


Artists,  Engravers  and  Sculptors — continued 

Self-portrait,  Paris  period,  1887,  oil  on  canvas  .138 
Self-portrait,  Paris  period,  1887,  oil  on  canvas,  formerly  in  French,  German 

and  Swiss  collections                          .  .        .  .        .  .  138 

Toits,  Aries      . .        . .        . .                          •  •        •  •  f>4 

Goyen,  Jan  van.  River-Scene     ......  .  .  278 

Guardi,  F.  Capriccio  with  an  Obelisk            .  .                           .  .  .  .  48 

Hackaert,  Jan.  Landscape  (figures  by  Johannes  Lingelbach)  211 

Hagedorn.  View  of  Rio  de  Janeiro,  one  of  set  of  6,  gouache  drawing  .  .  282 

Hals,  Frans.  Portrait  of  a  Man   .  .        .  .        .  .                  .  .        .  .  200 

Hartung,  Hans.  Peinture            .  .        .  .         .  .         .  .  65 

Herring,  J.  F. 

Horses  Heads    .  .        .  .        .  .        .  .        •  •                  •  ■        •  •  52 

Meet  of  the  East  Suffolk  Hounds  at  Chippenham  Park,  A  141 

Herring,  J.  F.,  and  James  Pollard.  The  Doncaster  Gold  Cup,  1838  .  .  140 

Herring,  [.  F.,  Snr.  Flying  Dutchman  with  Marlow  Up      .  .        .  .  .  .  279 

Hicks,  Edward.  The  Cornell  Farm       .  .        .  .        .  .        .  .  .  .  296 

Hokusai.  The  Drunken  Poet               .  .        .  .        .  .        .  .        .  .  .  .  48 

Horton,  William  S.  Barges  on  the  Seine  (colour  plate)                  .  .  .  .  61 

Ingres,  J.  A.  D. 

Etude  pour  Angclique,  pencil          .  .        .  .        .  .        .  .        .  .  ..211 

Head  and  shoulders  copied  by  the  artist  from  Raphael's  La  Fornarina, 

studies  of  hands  not  connected  with  any  known  picture  (drawing).  .  47 

Study  for  Lc  Bain  Turc  (pencil)         .  .        .  .        . .        .  .        .  .  49 

[ohn,  Augustus.  Portrait  of  Villiers  David     ..        ..                ..  ..  46 

Kennington,  Eric.  Conception  of  England's  military  success  in  the  Boer  War 

(pen  drawing)       .  .        .  .         .  .        .  .        .  .         .  .         .  .  .  .  33 

Kessel,  Jan  van.  Still-Life  with  Fruit              .  .        .  .        .  .        . .  1 20 

Klee,  Paul.  Villas  for  Marionettes       ..                                 ..  ..132 

Koerbecke,  Johann.  Christ  and  St.  John  the  Baptist  ..                ..  ..  107 

Kokoschka,  Oskar 

Two  Arabian  Girls      ..        ..        ..        ..        ..        ..        ..  ..281 

View  of  Prague                                       .  .        .  .        .  .  .  .  (i\ 

Lawrence,  Sir  Thomas 

Portrait  of  Mr.  and  Mrs.  James  Dunlop      ..        ..        ..        ..  ..  147 

Portrait  of  Mrs.  Jens  Wolff    . .                                     ..  ..147 

Portrait  of  Rosamund  Croker          ..        ..        ..                 ..  ..147 

Lecchi,  Giacomo,  probably.  Frieze  from  room  in  Villa  Lechi,  detail  .  .  [55 
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Pencz,  Jiirg.  (attributed  to).  A  Lady  in  a  Plume  Hat,  pen  and  ink  drawing  227 

Perugino.  Ascension  (pen  and  ink)       .  .        .  .        .  .  .  .  78 

Pietro,  Sano  di.  Virgin  and  Child       . .       . .       . .       . .  •  •  104 

Pissarro,  C  lamille 

Cueillette  des  Pois,  La          ..       ..       . .       ••       ■•  ••  251 

Gardeuse  d'Oies  Assise         . .       . .       . .       . .       .  ■  ■  •  •  ■  250 

Matin  brumcux         ..       ..       ..       ..                ..  ..139 

Paysanne  poussant  une  brouette,  Eragny     . .       . .       . .  ■  •  •  ■  248 

Plura,  Joseph,  the  Elder.  Virgin  and  Child,  marble  (sculpture)  .  .  .  .  226 

Poel,  Egbert  van  de.  Winter  Landscape          .  .        .  .        .  .  .  .  .  .  212 

Pollard,  James — see  Herring,  J.  F. 

Pollard,  james.  The  York-Edinburgh  Royal  Mail  at  St.  Mary's  Gate,  York, 

Post  Office  with  the  Post  Chaise  Arriving      .  .        .  .  .  .  141 

Poussin,  Nicholas 

Death  of  Adonis,  The           ..        ..        ..        ..        ••  ••  ■•  45 

Empire  of  Flora,  The             .  .        .  .        .  .        .  .        .  .  .  .  .  •  44 

Landscape  with  Hercules  and  Cacus           .  .        .  .        .  .  .  .  .  .  45 

Landscape  with  St.  John  on  Patnios           .  .        .  .        .  •  ■  .  44 

Landscape  with  St.  Matthew           .  .        .  .        .  .        .  .  .  .  .  .  44 

Massacre  of  the  Innocents,  The         .  .        .  .        .  .        .  .  .  .  .  .  43 

Parnassus          .  .        .  .                 .  .        .  .        .  .  . .  44 

St.  Paul  Carried  up  into  Heaven       .  .        .  .        .  .        .  .  .  .  .  .  45 

Priore,  Nicolo  del.  Madonna  and  Child  with  Saints  .  .        .  .  .  .  131 

Quercia,  facopo  della,  school  of.  Madonna  with  Child,  wood,  polychromed 

(sculpture)           .  .        .  .        .  .        .  .        .  .        .  .  .  .  169 

Ramsay,  Allan.  Acqua  Vergine  111  Via  del  Nazareno,  Rome,  watercolour  .  .  190 

Rembrandt 

Female  Nude  (probably  Cleopatra)  with  a  Snake,  red  chalk  drawing  .  .  47 

Old  St.  Paul's,  drawing         .  .         .  .        .  .        .  .         .  .  .  .  .  .  259 

St.  Alban's,  drawing    .  .        .  .        .  .        .  .        .  .        .  .  .  .  259 

Self-portrait,  c.  1636    ..        ..        ..        ..        ..        ..  ..  ..  131 

Renoir.  P.  A. 

Antibes            .  .        .  .        .  .        .  .        .  .        .  .        .  .  .  .  .  .  249 

Champs  de  Roses        .  .        .  .        .  .        .  .        .  .        . .  .  .  .  .  24S 

Dejeuner  a  Berneval    ..       ..       ..       ..       ..       ..  ..  ..251 

Deux  Laveuses,  Les     .  .        .  .        .  .        .  .        .  .        .  .  .  .  .  .  65 

Portrait  of  Mademoiselle  Berard       .  .        .  .        .  .        .  .  .  .  .  .  249 

Seated  Nude     .  .        .  .        .  .        .  .        .  .        .  .        .  .  .  .  .  .  250 

Reynolds,  Sir  Joshua 

Portrait  ot  Admiral  Viscount  Keppel          .  .        .  .        .  .  .  .  .  .  9 

Portrait  of  John,  2nd  Earl  of  Egniont,  and  his  second  wife,  Catherine  .  .  136 

Riemenscheider,  Tilman.  Group  of  Saints  Cristopher,  Eustace  and  Erasmus, 

limewood  (carving)        .  .        .  .        .  .        .  .        .  .  .  .  .  .  279 

Robert,  Hubert.  Project  for  lighting  the  Grande  Galleric  du  Louvre  .  .  119 

Rossclli.  Cosimo 

Christ  being  Stripped  .  .        .  .        .  .        .  .        . .        .  .  .  .  106 

Way  to  Golgatha,  The          .  .        .  .        .  .        .  .        .  .  .  .  106 

Rousseau,  Henri.  Les  Joueurs  de  Football       ..        ..        ..  ..281 

Ruysdacl,  Salomon  van.  A  View  of  the  Ijsel  (colour  plate)  .  .      November  Cover 

Saint  Fargeau.  Bust,  e.  1793,  biscuit  de  Sevres  (sculpture)     .  .  .  .  .  .  226 

Salvator  Rosa 

Birth  of  Orion,  The  (colour  plate)    .  .        .  .        .  .        .  .  .  .  201 

Landscape         .  .        .  .        .  .        .  .        .  .        .  .        .  .  .  .  .  .  32 

Sartorius,  J.  N.  William  Wilkinson  Esq.  of  Harperley  Park,  Co.  Durham, 

with  his  Hounds  ..        ..        ..        ..        ..        ..  ..  ..141 

Scott,  Samuel.  View  of  Old  Westminster  Bridge      .  .        .  .  .  .  .  .  66 

Seago,  Edward.  The  Grand  Canal,  Venice                        .  .  .  .  197 

Segonzac,  A.  Dunoyer  de.  Les  Amandiers  en  Fleurs,  Provence      .  .  .  .  278 

Signorelli.  Allegorical  Scene  (drawing)           ..        ..        ..  ..  ..  219 

Sisley,  Alfred.  Bords  de  la  Seine          .  .        .  .        .  .        .  .  .  .  139 

Stubbs,  George 

Mares  and  Foals          .  .        .  .        . .        .  .        .  .        .  .  .  .  .  .  82 

Racehorse  with  a  Jockey  wearing  Lord  Belmont's  colours  ..  ..  107 

Two  Horses  and  a  Groom  at  the  edge  of  a  Lake  .  .  141 
Tarsia,  Antonio 

Bacchus,  marble  (sculpture)    .  .        .  .        .  .        .  .        .  .  .  .  .  .  28 

Thetis,  marble  (sculpture)      .  .        .  .        .  .        .  .        .  .  .  .  .  .  28 

Thetis,  terracotta  bozzetto  (sculpture)          .  .        .  .        .  .  .  .  .  .  28 

Tiepolo,  G.  B. 

Modello  for  ceiling  in  the  Palazzo  Canossa,  Verona  .  .  .  .  221 

Virgin  and  Child,  The,  drawing       .  .        .  .         .  .        .  .  .  .  .  .  47 

Youth  with  Turban,  red  chalk  on  blue  paper        .  .        .  .  .  .  133 

Tiepolo,  G.  D.  Frescoes  in  the  Foresteria  of  the  Villa  Valmarana  at  Nani, 

Vicenza,  2           .  .        .  .        .  .        .  .        .  .        .  .  .  .  184 

Titian.  Pope  Urban  V  Robing  the  Gesuati  Friars  (colour  plate)     December  Cover 

Tonks,  Henry.  Mrs.  Raynes'  Tea  Party          .  .        .  .        .  .  .  .  211 

Toulouse-Lautrec,  H.  de.  Le  Coucher  .  .        .  .        .  .        .  .  .  .  .  .  65 

Tour,  Georges  de  la.  The  Fortune  Teller                  .  .        .  .  .  .  .  .  221 

Troyon,  Constant.  Summer  Glade       .  .         .  .         .  .        .  .  .  .  .  .  278 

Turchi,  Alessandro  (called  l'Orbetto).  The  Rape  of  Proserpine  . .  1  ss 
Turner,  J.  M.  W. 

Adonis  Departing  for  the  Chase  (colour  plate)       .  .        .  .       September  Cover 

St.  Catherine's  Hill,  Guildford,  watercolour  (colour  plate)  .  .  .  .  62 

View  of  the  L.ike  ot  Lucerne,  from  Fluelen,  watercolour  (colour  plate)  .  .  62 
Unknown 

Musicians,  one  with  saya  and  mantle,  the  other  with  a  pellote  over  his  saya 

(from  'Cantiga'  CXXX)   . .  15 


Artists,  Engravers  and  Sculptors — continued  page 

Portrait  of  Thomas,  2nd  Baron  Wentworth,  dated  1568  ..        ..        ..  277 

Ditto — detail     .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .  277 

Unknown:  Anglo-Saxon 

Alcester  Tau-Cross,  The,  ivory  (sculpture)  .  .        .  .        .  .        .  .        .  .  244 

Ascension,  The,  ivory  (sculpture)      .  .        .  .        .  .        .  .        .  .        .  .  242 

Assumption,  The,  or  The  Ascension,  ivory  (sculpture)     .  .        . .        .  .  243 

Christ  in  Majesty,  ivory  (sculpture)            .  .        . .        .  .        .  .        .  .  244 

Christ  in  Majesty  surrounded  by  the  Heavenly  Choir  (miniature  from  the 

so-called  Psalter  of  King  Athelstan  (925-940)             ..        ..         ..  246 

Decorative  panel,  ivory  (sculpture)             .  .        .  .        .  .        .  .        .  .  243 

Last  Judgment,  The,  ivory  (sculpture)         ..        ..        ..        ..  243 

Luxuria  dancing,  drawing  (from  copy  of  Prudentius'  Psychomachia)       .  .  246 

St.  Dunstan  kneeling  before  Christ,  drawing         .  .        .  .        .  .        .  .  246 

Transfiguration,  The,  ivory  (sculpture)        .  .        .  .        .  .        .  .        .  .  242 

Virgin  and  Child  Enthroned,  The,  ivory  (sculpture)         .  .        .  .        .  .  244 

Unknown:  Anglo-Saxon,  School  of  Corbie  or  mid  IX  century?  Christ  in 

Majesty,  drawing           .  .        .  .        .  .        .  .        .  .        .  .        .  .  245 

Unknown:  Burgundian,  early  XV  century.  Madonna  and  Child,  limestone 

(sculpture)            .  .        .  .        .  .        .  .        .  .        .  .        .  .  221 

Unknown:  Danish,  c.  1125.  Font  from  the  Church  of  Norre  Snede,  bowl 

decorated  with  two  pairs  of  lions,  granite  (sculpture)          .  .        .  .  143 

Unknown:  Egyptian,  Ptolemaic  period,  III  Century  B.C.  Figure,  royal,  red 

granite  (sculpture)  ..        ..        ..        ..        ..        ..  ..146 

Unknown :  XV  century.  Group  of  St.  Hubert,  carved  (sculpture)            .  .  64 
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Post  Chaise  Arriving,  The,  by  James  Pollard  .  .  141 


Young  Musicians,  The,  by  J.  M.  Molenaer  (colour  plate)  .  .  January  1961  Cover 
Youth  with  Turban,  by  G.  B.  Tiepolo  (red  chalk  on  blue  paper)   .  .        .  .     1  ? } 

Pottery  and  Porcelain 

Base  for  a  cruet,  faience  showing  crest  printed  in  outline  but  not  over- 
painted,  from  the  de  Breteuil  service,  mark,  three  crowns,  MB  in 
monogram, 'B'  [*  68',  and  'BLNV,  Maneberg,  dated  14th  October. 

1768  "    92 

Basket,  faience  with  printed  decoration  in  black,  mark,  three  crowns,  'MB' 
111  monogram,  '4  •  5    71'  and  interlaced  C's,  Maneberg,  dated  6th 


June  1 77 1   93 

Bottle,  English  Delft,  1628,  in  British  Museum,  2  views      .  .        .  .        .  .  37 

Bottle,  English  Delft,  1628,  in  Fitzwilliam  Museum  ..       ..       ..       ..  ^7 

Bottle,  English  Delft,  1628,  in  Rous  Lench  Collection         .  .                   •  •  37 

Bowl,  Copenhagen  porcelain,  c.  1780-90        .  .         .  .                   .  .         .  .  144 

Bowl,  square-shaped,  indented  corners,  Derby,  c.  1757-8     .  .  26} 

Bowls,  miniature,  lobed  and  ribbed  with  everted  rims,  Derby,  c.  1755-6      .  .  263 

Bust,  by  Saint  Fargeau,  c.  1793,  biscuit  de  Sevres      .  .        .  .        . .        .  .  226 

Butter-boat,  ribbed  with  loop  handle  and  painted  flower  sprays,  Derby,  c. 

1756-7, 2  views   264 

Candelabra,  Louis  XV,  ormolu  and  Meissen  (J.  |.  Kaendler:  1736),  pair       .  .  66 

Cup,  stem,  white,  Imperial  Ming        .  .        .  .        .  .        .  .        .  .        .  .  64 

Cup,  two-handled,  pierced  gallery  trembleuse  saucer,  Derby,  c.  1758       .  .  263 

I  >ish,  porcelain,  Chinese,  Ming  blue-and-white  'bird-on-the-rock'  design  .  .  36 
Figure  of  seated  shepherd,  his  knees  supporting  a  sweetmeat  dish,  Derby,  c. 

1758-60   262 

Figure  of  Winter,  from  a  set  of  Seasons,  on  four-footed  base,  Derby,  c. 

1760-2    262 

Figures  of  boars,  white  glazed,  pair,  Derby,  c.  1750-2                             .  .  260 

Figures  of  bulls  on  oval  mounds,  pair,  Derby,  1752-4                              .  .  260 

Figures  of  crested  birds  by  Thomas  Whieldon,  pair  (colour  plate)  .  .  .  .  122 
Figures  of  Harvester  and  Companion,  circular  mound,  white  glazed,  Derby, 

c.  1750                                                                             .'.  260 

Figures  of  hawks,  fmnille  rose,  pair,  Chinese,  Ch'icn  Lung,  c.  1760            .  .  200 

Figures,  Italian  Comedy,  set  of,  Fiirstenberg,  by  Simon  Feilner     . .        . .  64 

Figures  of  man  with  basket  of  flowers  and  lady  with  beehive  and  corn,  pair, 

patch  marks,  Derby,  c.  1756-7   ..        ..         ..         ..  261 

Ditto — detail,  base  of  one  figure          ....  261 

Figures  of  stag  at  lodge  and  doe  seated,  oval  oblong  mounds,  Derbv,  c  175s  26! 

Figures  of  tomb  attendants,  two,  pottery,  T'ang  Dynasty,  618-906    ..         ..  ^4 

Group  of  Bacchus  and  .1  Faun,  rectangular  Hat  base,  I  )erby,  c.  1756-8           .  .  262 

Group  of  ewe  and  lamb,  white  glazed,  Derby,  c.  1752  261 
Group,  'Hahnrei',  by  J.  J.  Kaendler,  Meissen  ..                          ..  ..133 

Group  of  Les  Manquers  de  Raisins,  white  glazed,  Vincenncs                    .  .  200 

Group  of  Pluto  and  Cerberus,  Derby,  c.  1757.  .  261 
Inkstand,  turquoise  green  ground  with  painted  panels  of  Chinese  figures, 

patch  mark,  Derby,  c.  1758        ,.         ..  _>^j 
[ar,  ring-handled,  English  Delft,  1632  ..  ..40 

Jar,  wine,  blue  and  white,  XIV  century                             .  .  66 


Jug,  English  Delft,  1633  .. 
Jug,  English,  Delft,  1634.. 

Jug,  with  mask  lip,  transfer  printed  111  undcrglazc  blue.  I  )crby,  c.  1770 
Mug.  barrel-shaped  ribbed,  painted  with  a  Chinaman  seated  under  a  palm 


tree,  Derby,  c.  1758         .  .         .  .        .  .         .  .  .  .                   .  .  263 

Mug,  English  Delft,  1635          ..        ..                  ..  ..41 

Mug,  English  Delft,  'John  Potten  and  Susanna  1633'.  .  .  .  40 

Mug,  English  Delft,  'Mrs.  Mary  Hooper  102'/  18 

Mug,  English  Delft,  'Thomas  Balard  [644'     ..  42 
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Pottery  and  Porcelain — continued  PAGE 

Mug,  English  Delft,  'William  and  Elizabeth  Burges,  24th  August  1631'  .  .  38 
Plat-de-menage,  faience  with  printed  decoration  in  black,  after  Boucher, 

marks,  three  crowns  'MB'  in  monogram'  '-s  72  4  w  5',  Marieberg, 

dated  28th  March  1772  ..       ..                        ..                ••  95 

Plate,  English  Delft,  1636   ',  42 

Plate,  faience  with  printed  decoration  in  black,  mark,  'Rorst.  1  1/4  XXXL' 

in  purple,  'HS'  incised,  Rorstrand,  c.  1770              . .        .  .        . .  93 

Plate,  faience  with  printed  decoration  in  black,  unmarked  Rorstrand,  C.  1770  93 
Plate,  hard-paste  porcelain  with  printed  decoration  in  underglaze-blue, 

mark,  'CT'  in  monogram  and  'H  7'  m  underglaze-blue,  T  and  'o' 

incised,  Frankenthal,  probably  1770              ..                .-       ■•  93 

Posset-pot,  English  Delft,  1632  ..        ..        ..                 ..        -.        ••  38 

Ditto — inside  of  lid        ..        ..                 ..        ..        •■                  ••  38 

Posset-pot,  English  Delft, 'Stephen  Gardner  1631'  .-  38 
Relief  in  the  Porcelain  Room  in  the  Palazzo  di  Capodimonte,  Naples, 

modelled  by  Giuseppe  Gricci,  1757-59. .       ..       ..       ..       . .  183 

Reliefs  in  the  porcelain  room  of  the  Palacio  Reale,  Aranjuez,  modelled  by 

Giuseppe  Gricci,  c.  1763-65,  detail       ..       ..       ..       ..  185 

Ditto — details,  2  ..        ..        ..        ..  ..  ..184 

Stand  for  a  flat-iron  made  from  an  engraved  copper-plate,  inscribed  Anno 

1773  Mariacberg  Stockholm        ..       ..       ..       ..       ..       . .  96 

Ditto — rev  erse,  with  unfinished  engraving      .  .        .  .        .  .         .  .         .  .  96 

Tankard,  bell-shaped,  with  full-length  portrait  of  Shakespeare,  patch  marks, 

Derby,  c.  1758   263 

Tankard,  English  Delft,  1632              ..        ..        ..        ..        ..        ..  40 

Teapot,  bearing  signature  Lanch  111  red  script,  e.u'ly  Meissen           .  .         .  .  277 

Teapot,  melon-shaped,  scroll  looped  handle  and  ribbed  spout,  Derby,  c. 

1757-8    263 

Toilet  pot  with  cover,  painted  in  bright,  naturalistic  enamels,  patch  marks, 

Derby,  c.  1756     ..       ..       ..                ..       ..       ..       ..  262 

Tray  with  cream  cups,  Copenhagen  porcelain,  c.  1780  or  earlier  144 

Vase  and  cover,  one  of  pair,  du  Paquier,  c.  1730       .  .        .  .        .  .  280 

Vase  and  cover,  pot  pourri,  faience  with  printed  decoration  in  black,  after 

Boucher,  marks,  three  crowns,  'MB'  111  monogram,  and  'B  |  68  BE2' 

Marieberg,  dated  9th  February  1768    .  .        .  .        .  .        .  .        .  .  94 

Vase,  armorial  Talavera,  one  of  pair,  Spanish,  c.  1580         .  .        .  .        .  .  35 

Vase,  covered,  faience  painted  with  flowers  in  high-temperature  blue, 

printed  with  birds  and  insects  in  black  over-glaze,  mark,  three  crowns 

and  '8  MB-E  18/ 1 :  663',  Marieberg,  dated  18th  January,  1766          .  .  92 

Vase,  dragon,  Kinuta  glazed,  Lung  Ch'iian             ..       ..       ..  13  3 

Vase,  eel-pot  design,  patch  marks,  Derby,  c.  1765               .  .        .  .  264 

Vase,  two-handled,  with  cover,  Derby,  c.  1760         .  .        .  .        .  .        .  .  264 

Vases,  porcelain,  mounted  in  gilt  bronze,  2,  Chinese,  characteristic  of  the 

many  imported  into  France  in  the  late  XVII  and  early  XVIII  centuries  1 17 

Wall-light,  porcelain  and  ormolu,  Louis  XV            .  .        .  .        .  .        .  .  280 

Wine-label,  Madeira,  Battersea  .  .        ..        ..  ..        ..  ..137 

Wine-label,  Sherry,  Battersea    ..        ..        ..        ..        ..        ..  .137 

Relic 

Casket,  gold,  inscribed,  by  Henry  Chawnor,  London,  181 5,  presented  to 
National  Army  Museum,  R.M.A.,  Sandhurst,  by  members  and 

friends  of  the  disbanded  Irish  regiment,  the  Connaught  Rangers       .  .  3  3 

Scientific  Instruments 

Globe,  celestial,  from  V.  Coronelli's  1693  Paris  Atlas          .  .        .  .        .  .  171 

Ditto — detail  of  inscription  ..  ..171 

Globe,  celestial,  from  V.  Coronelli's  1699  Atlas  (pair  with  terrestial  globe)    .  .  172 
Globe,  terrestial,  from  V.  Coronelli's  1688  Atlas       .  .        .  .        .  .  .172 

Ditto — detail  of  inscription  ..        ..        ..         ..        ..  ..172 

Globe,  terrestial,  from  V.  Coronelli's  1699  Atl  >s  (pair  with  celestial  globe)  .  .  172 
Ditto — detail  of  inscription       ..                 ..        ..        ..        ..  ..172 

Sculpture  and  Carving 

Achilles  and  Penthesilea,  by  Vincenzo  Pacetti,  terracotta  group      .  .  [75 

Alcester  Tau-Cross,  The,  Anglo-Saxon,  ivory  .  .  .  .  244 
Angels  above  the  high  altar  of  S.  Salvatore  in  Lauro,  Rome,  bv  Vincenzo 

Pacetti,  stucco      ..        ..        ..        ..        ..        ..        ..  ..179 

Apollo,  by  Vincenzo  Pacetti,  yellow  marble  ..        ..        ..  ..176 

Ascension,  The,  Anglo-Saxon,  ivory    .  .        .  .        .  .        .  .                 .  .  242 

Assumption,  The,  or  The  Ascension,  Anglo-Saxon,  ivory  ..       ..       ..  241 

Bacchus,  by  Antonio  Tarsia,  marble     .  .        .  .                  .  .  28 

Bust,  by  Saint  Fargeau,  c.  1793,  biscuit  de  Sevres      .  .                 .  .  226 

Bust  of  Gaetano  Rappini,  by  Vincenzo  Pacetti,  marble  .  .  1 8 1 
Bust  of  Louis  de  Bourbon,  Prince  de  Conde,  by  Charles-Antoinc  Coysevox, 

bronze  on  a  marble  base  .  .        .  .        .  .        .  .         .  .  ..ms 

Bust  of  Marco  Benefial,  by  Vincenzo  Pacetti,  marble  [80 

Bust  of  Pius  VI,  attributed  to  Vincenzo  Pacetti,  marble       .  .  1S1 

Christ  111  Majesty,  Anglo-Saxon,  ivory           .  .        .  .        .  .        .  .         .  .  244 

Corbel  head  at  Burgos  Cathedral,  Spanish.  XIII  century      .  .        .  .        .  .  14 

Decorative  panel,  Anglo-Saxon,  ivory .  .                                     ..  243 

Figure  of  a  bull,  by  Giovanni  da  Bologna,  bronze    .  .        .  .        .  .  282 

Figure  of  a  mourner  from  a  tomb  at  Vilena,  Burgos,  Spanish  14 

Figure  on  church  porch  of  San  Pantaleon  de  Loza,  Spanish                     .  .  13 


Sculpture  and  Carving — continued  pagf 

Figure,  royal,  Egyptian,  Ptolemaic  period,  III  century  B.C.,  red  granite  146 
Font,  bowl  decorated  with  two  pairs  of  lions,  from  the  Church  of  Norre 

Snede,  Danish,  c.  1 125,  granite           ..        ..        ..        ..  14? 

Fountain  in  the  courtyard  of  Pope  Damasus,  by  Algardi,  terracotta  boszetto 

for  the  marble  relief                .  .        . .        .  .        .  .        .  .        . .  220 

Grand  Nu  Assis,  by  H.  Matisse           .  .        .  .        . .        .  .        .  .  64 

Group  of  St.  Hubert,  XV  century,  carved      .  .        .  .        .  .        .  .        .  .  64 

Group  of  Saints  Christopher,  Eustace  and  Erasmus,  by  Tilman  Riemen- 

scheider,  limewood        .  .        .  .        .  .        . .        .  .        .  .        .  .  279 

Head  of  Sholem  Asch,  by  Jacob  Epstein,  bronze       . .        .  .        .  .        .  .  66 

Last  Judgment,  The,  Anglo-Saxon,  ivory       .  .        .  .        .  .        .  .        .  .  243 

Madonna  and  Child,  Burgundian,  early  XV  century,  limestone     .  .  221 

Madonna  with  Child,  school  ofjacopo  della  Quercia,  wood,  polychromed .  .  169 

Modello  for  a  sculpture  made  for  Marly  in  1717,  by  Fremiti,  terracotta        .  .  49 

Monument  to  A.  R.  Mengs,  by  Vincenzo  Pacetti,  marble  .  .        .  .  176 

Monument  to  Emanuele  Pinto  de  Fonseca,  by  Vincenzo  Pacetti     .  .  175 

Putti,  by  Vincenzo  Pacetti,  marble  reliefs,  2    .  .        .  .        . .        .  .  177 

Putti,  by  Vincenzo  Pacetti,  modelled  in  stucco         ..        ..        ..  ..175 

Pyrric  Dance,  The,  by  Vincenzo  Pacetti,  stucco  relief         .  .        .  .        .  .  175 

St.  Albert,  Italian,  XVII  century,  gilt-copper  plaque           .  .        .  .        .  .  228 

St.  George  and  the  Dragon,  by  Hans  Briiggemann,  detail   .  .        .  .        .  .  143 

Statue  of  Dona  Violante  of  Aragon  in  the  cloisters  of  Burgos  Cathedral, 

Spanish      .  .        . .        .  .        .  .        . .        .  .        . .        . .        .  .  13 

Statue  of  a  king,  on  the  west  front  of  Burgos  Cathedral,  Spanish  .  .        .  .  13 

Table,  supported  by  figures  of  Hercules,  designed  and  cast  by  Giuseppe 

Valadier  after  models  by  Vincenzo  Pacetti      ..       ..       ..  ..178 

Thetis,  by  Antonio  Tarsia,  marble       .  .        .  .        .  .        .  .        .  .        . .  28 

Thetis,  by  Antonio  Tarsia,  terracotta  bozzetto .  .        ..        ..        ..        ..  28 

Temptation  of  Mara,  The,  Gandhara,  late  I  century  .  .        .  .        .  .        .  .  76 

Transfiguration,  The,  Anglo-Saxon,  ivory     .  .        .  .        .  .        .  .        .  .  242 

Venus  with  a  Dolphin,  Italian  (?),  XVI  century,  terracotta  relief  226 

Virgin  and  Child,  by  Joseph  Plura  the  Elder,  marble                    .  .        .  .  226 

Virgin  and  Child  Enthroned,  The,  Anglo-Saxon,  ivory       .  .        .  .        .  .  244 

Ship  Model 

Waterline  model  of  Grosvenor  by  Donald  McNarrv  .  .        .  .        .  .        .  .  34 

Silver  and  Gold  Plate 

Altar-front,  silver  and  lapis-lazuli,  designed  by  Antonio  Arighi,  Italian        .  .  88 

Basket,  silver-gilt,  one  of  set  of  4,  by  Paul  Storr,  18 18        .  .        .  .        .  .  276 

Beaker,  or  stakar,  parcel-gilt,  engraved  and  nielloed,  Russian,  Tobolsk 

(Western  Siberia),  1770  .  .        .  .        . .        .  .        .  .        .  .        .  .  290 

Bouillon,  silver-gilt,  mark  of  Genevieve  Chandelier,  Paris,  1672-1677          .  .  116 

Bowl,  by  Jesse  Kip,  New  York  (1660-1722)    .  .        .  .        . .        .  .        .  .  30 

Bowl,  embossed,  Circassian,  XVII  century               .  .        .  .  292 

Bowl,  fraternity,  or  czarki,  silver  parcel-gilt,  Slavonic  lettering  round  neck, 

Russian,  mid-XVII  century       .  .        .  .        . .        .  .        . .        .  .  288 

Bowl,  su  ;ar.  and  cover,  hexagonal,  made  by  John  Clifton  of  Dublin,  1 7 1 4  137 

Box,  gold,  probably  by  C.  G.  Stiehl,  Dresden          .  .        .  .        . .        .  .  133 

Candlestick,  gadroon  border,  fluted  and  shell  base  and  Corinthian  column, 
which  originally  belonged  to  a  Sarah  Golightly,  one  of  incomplete 

set  of  4,  by  Emick  Romer,  London,  1763          ..         ..        ..        ..  27  s 

Candlestick,  monumental,  by  Giuseppe  Gagliardi,  c.  8  ft.  high,  one  of  pair, 

Italian                           .  .        . .        .  .                                      .  .  87 

Ditto — detail        .  .        .  .                  .  .                 .  .        .  .        .  .        .  .  87 

Candlestick,  one  of  set  of  4,  by  Paul  de  Lamerie       .  .        . .        .  .  279 

Candlesticks,  by  Giovanni  Sannini,  pair,  Italian       .  .        . .        .  .        .  .  87 

Cann,  by  Nicholas  Roosevelt  (1715-1769),  American         ..       ..       ..  148 

Cann,  one  of  pair,  by  Paul  Revere,  1773        .  .                 .  .        .  .  221 

Cartagloria,  by  Antonio  Vendetti,  Roman  baroque  style,  Italian       .  .        .  .  88 

Casket,  gold,  inscribed,  by  Henry  Chawnor,  London,  1 8 1 5,  presented  to 
National  Army  Museum,  R.M.  A.  Sandhurst,  by  members  and  friends 

of  the  disbanded  Irish  regiment,  the  Connaught  Rangers       ..        ..  33 

Casket,  toilet,  silver-gilt,  William  and  Mary,  by  Pierre  Harache,  1695,  en- 
graving on  lid  by  Simon  Gribelin        .  .        .  .        . .        .  .        .  .  67 

Caster  (c.  1700),  by  John  Coney,  Boston,  bearing  Coney's  early  mark      .  .  31 
Censer,  marked  L.G.  on  base,  designed  by  Antonio  Arighi,  but  executed  by 

L.G.,  bearing  Portuguese  royal  arms,  Italian     .  .        .  .        .  .        .  .  89 

Chafing  dish,  second  quarter  of  XVIII  century,  by  John  Burt,  Boston  (1691- 

1745)    31 

Chalice  and  Paten,  the  Pillaton,  C.  1530         .  .         .  .        .  .        .  .         .  .  200 

Coffee  pot,  by  Jacob  Marshe,  London,  1744   .  .        .  .        .  .        .  .        .  .  35 

Coffee  pot,  by  Paul  Revere,  Boston  (178 1 )     ..                           ..        ..  30 

Cross,  pnKcssion.il,  silver-gilt,  mark  Snl  extensively  stamped  on  it.  made  at 

Sulmons,  Abruzzi  Province,  c.  1390     .  .        .  .        .  .        .  .        .  .  218 

Crucifix,  altar,  by  Giovanni  Sannini,  Italian              .  .        .  .        .  .        .  .  87 

Cruet,  by  Antonio  Gigli,  Italian          .  .                 .  .        .  .        .  .        .  .  90 

Cup  and  cover,  by  Jacob  Hurd,  Boston.  1744  .  .         .  .        .  .         30,  296 

Cup  and  cover,  parcel-gilt,  embossed  and  chased,  ornamented  with  a  portrait 
bust  of  Empress  Elizabeth,  her  monogram  and  the  Russian  Imperial 

eagle,  Russian,  Moscow,  1755               ..         ..        ..         ..         ..  290 

Cup,  The  Great  Seal  of  Ireland,  1593  ..        ..        ..        ..  200,280 

Cup,  loving,  or  bratina,  silver,  parcel-gilt,  engraved,  decorated  with  incised 

designs  inspired  by  Dutch  prints,  Russian,  late  XVII  century          .  .  288 
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Cup,  loving,  or  bratitia,  silver,  parcel-gilt,  globular  form,  embossed,  en- 
graved and  chased,  Russian,  late  XVII  century         .  .  288 
Cup,  parcel-gilt,  nielloed  and  engraved,  claw-and-ball  feet,  Russian,  late 

XVII  century  .  .  .  .  290 
Cup,  standing,  and  cover,  prrcel-gilt,  embossed,  chased,  and  ajoure,  basket  of 

pierced  work  over  detachable  inner  core,  Russian,  Moscow,  1745  .  .  289 
Cup,  standing,  and  cover,  parcel-gilt,  embossed,  chased  and  cast,  tree-trunk 

stem,  bulging  kibes,  Russian      .  .        .  .        .  .                           .  .  290 

Cup,  standing,  hexagonal,  and  cover,  parcel-gilt  and  niello,  Russian, 

XVIII  XIX  century    292 

Ditto — detail,  interior  of  cover  .  .        . .        .  .        .  .        .  .        .  .        .  .  292 

Cup,  steeple,  mark  RM — 1613-14,  sold  at  Christie's  on  June  9,  1943.  former- 
ly at  Brunstone  Church,  Leicestershire.  .        ..        ..        ..  275 

Cup,  the  Warren  Hastings,  maker  IR,  London,  1785  6                          .  .  283 

Cup,  the  Wilbraham,  1585       ..        ..        ..        ..        ..  67 

Cups,  drinking,  or  czarki,  parcel-gilt  and  niello,  pair,  Russian,  XIX  century  .  .  291 
Ewer  and  basin,  silver-gilt,  German  by  Johann  Wagcnknecht,  Augsburg, 

1743-5    LH,  279 

Ewer,  mark  of  Jean  Chabrol,  Paris  1712-1713 .  .        .  .        .  .  .116 

Ewer,  Paris  mark  for  1 720-1 72 1  ..        ..        ..        ..        ..  ..117 

Ewer,  silver-gilt,  George  II,  by  Paul  de  Lamerie       .  .        .  .        .  .  281 

Fork,  long,  French,  c.  1300        .  .        .  .        .  .        .  .  .133 

Incense-Box  in  form  of  a  boat,  designed  by  Antonio  Arighi  but  executed  by 

another,  who  signed  L.G,  Italian        .  .        .  .        .  .        .  .        .  .  90 

Koush,  silver,  parcel-gilt,  engraved,  finely  decorated  handle,  presented  by 

Peter  the  Great  to  a  bailiff  of  Orel,  Russian,  late  XVII  century      .  .  289 

Ditto — detail  of  handle  ..        ..        ..        ..        ..        ..        ..  289 

Kovsh,  silver,  parcel-gilt,  engraved,  Slavonic  inscription,  Russian,  Moscow 

work,  dated  1680           ..        ..  288 

Mark  on  hob  kettle  and  stand,  by  C.  Wright,  London,  1777  7S,  in  the 

Nordenfjeldske  Kunstindustrimuseum,  Trondheim  276 
Monteith,  William  III,  by  Thomas  Bolton,  Dublin,  1702    .  .  .134 

Paten,  and  Chalice,  the  Pillaton,  c.  1530         . .                  .  .  200 

Pitcher  (c.  1811-12),  by  Ebenezer  Moulton,  Boston  (1768-1824)  31 

Ditto — detail  of  inscription  engraved  by  Thomas  Wightman        .  .  31 

Plate,  by  Samuel  Minott,  Boston  (1732-1803) .  .                  ..                  ..  31 

Porringer  and  cover,  octagonal,  chinoiserie  decoration,  by  John  Cuthbert, 

Dublin  1685         .1"   '   223 

Punch  bowl,  by  William  Homes,  Boston  (1717-1782)  .30 

Reliquary,  silver-gilt,  by  Carlo  Guarnieri,  one  of  4,  Italian  . .  88 

Salver,  by  Lewis  Fueter,  New  York  (c.  1730)           .  .        .  .                  .  .  31 

Sauce  boat,  conch  shell,  George  IV,  by  Edward  Kennell,  London.  1824    .  .  51 

Snuff  box,  gold,  Louis  XV        ..        ..        ..        ..        ..        ..        ..  50 

Spoon,  diamond  point  flnial,  early  English,  c.  1350  .  .        .  .        .  .        .  .  67 

Statuette  of  a  Grenadier  .  .        .  .        .  .        .  .        .  .        .  .  34 

Tankard,  parcel-gilt,  embossed  and  chased,  decorated  with  scrolling  leaf 
design,  lid  with  bust  portrait  of  man  in  armour,  Russian,  St.  Peters- 
burg, 1737           . .        . .        . .        . .        . .  290 

Teapot,  by  John  Brevoort,  New  York  (171 5-1775)   ■  •                  •  ■        •  •  31 
Teaset,  8  pieces,  made  by  Philipp  Kusel  and  other  silversmiths  at  Augsburg, 

c.  1695       .  .        .  .        .  .        .  .                  . .  1 

Tureen,  soup,  oval,  cover  and  stand,  from  the  Berkeley  Castle  dinner  service  6s 

Wall  sconce,  silver-gilt,  one  of  pair.  William  and  Mary  period      .  .        .  .  9 

Textiles:  Carpets 

Beauvais,  Louis  XVI,  from  Versailles  and  originally  belonging  to  Queen 

Marie-Antoinette            .  .        .  .        .  .        .  .         .  .  200 


Textiles:  Costume  page 

Cap  (gorro)  of  Fernando  de  la  Cerda,  and  spurs  (colour  plate)                 .  .  11 

Cap,  small  boy's,  material  woven  with  a  cauldron  device,  Spanish  .        .  .  13 

Costume  of  Fernando  de  la  Cerda  in  his  coffin         . .        .  .        .  .  15 

Gown,  part  of,  detail  to  show  fide-lacing,  Spanish                                 .  .  13 

Gown,  side-laced  (saya)  and  sword  of  Fernando  de  la  Cerda  15 

Mantle  of  Fernando  de  la  Cerda          .  .        .  .        .  .  15 

Nightcap,  linen,  probably  Spanish,  XVII  century,  detail  from                 .  .  298 
Pellotc  of  Enrique  I  of  Spain,  red  silk  woven  with  a  double  gold  stripe, 

decorated  with  bands  of  gilt  leather     .  .        .  .        .  .        .  .        .  .  13 

Pellote  of  Fernando  de  la  Cerda          .  .        .  .        .  .        .  .        .  .        .  .  11 

Ditto — detail  of  back  and  shoulders  (colour  plate)     ..        ..        ..        ..  11 

Toque,  detail  of  band  from,  in  silk  and  cotton,  Spanish       ..        ..        ..  14 

Tunic,  fragment  of,  Coptic,  c.  IV  century      .  .                  .  .        .  .  297 

Waist-belt,  inner,  of  the  Infante  Fernando,  detail                .  .                  .  .  13 

Waistcoat,  man's  Directoire,  white,  embroidered               .  .        .  .  298 

Ditto — detail  of  left-hand  miniature     ..        ..        ..        ..        ..  298 

Textiles:  Miscellaneous 

Panel  of  figured  green  silk,  woven  with  device  of  a  castle  in  a  heart,  found 
as  a  loose  piece  in  the  tomb  of  Alfonso  VIII  (d.  1214),  husband  of 

Eleanor  of  England  (colour  plate)                  .  .        .  .        .  .  11 

Textiles:  Tapestry 

English,  panel,  one  of  set  of  5    . .        .  .        .  .        .  .        .  .        .  .        .  .  132 

Timepieces 

Clock,  long  case,  ebony  inlaid  with  copper  and  gilt  bronze,  French,  early 

XVIII  century      .  .        .  .        .  .        .  .        .  .        .  .        .  .  ..116 

Clock,  long  case,  one  month,  by  Thomas  Tompion,  c.  1685          .  .        .  .  133 

Clock,  mantel,  ormolu,  Louis  XV,  striking  movement  by  Paillard  a  Paris  67 

Works  of  Art 

Altar,  golden,  from  Cist  church,  Denmark,  c.  1220-25,  detail  of  4  panels     .  .  143 

Altar-front,  silver  and  lapis-lazuli,  designed  by  Antonio  Arighi,  Italian        .  .  88 

Box,  gold,  probably  by  C.  G.  Stiehl,  Dresden          .  .        . .        .  .  133 

Candelabra,  Louis  XV,  ormolu  and  Meissen  (J.J.  Kaendler:  1736),  pair  ..  66 
Casket,  needlework  and  embroidered  in  coloured  silk,  metal  threads  and  seed 

pearls  on  white  satin,  Stuart,  dated  1668         .  .        .  .        .  .        .  .  293 

Cross,  processional,  silver-gilt,  mark  Sul  extensively  stamped  on  it,  made  at 

Salmons,  Abruzzi  Province,  c.  1390             ..       ..       ..  218 

Ecritoire  in  the  form  of  a  Coffer,  tortoise-shell  and  metal  marquetry,  gilt 

bronze  mounts,  French,  late  XVII  century     ..        ..        ..        ..  11- 

Figure  of  bird,  amber,  dating  from  early  Stone  Age,  found  in  Denmark  142 

Inro,  lacquer,  Japanese,  group  of  5       .  .        .  .        .  .        .  .        .  .  134 

Necklace,  cast  bronze,  dating  from  late  Bronze  Age,  possibly  executed  111 

Denmark  ..        ..        ..        ..        ..        ..        ..        ..  ..142 

Ornament,  bronze,  from  a  horse  harness,  Viking  period,  Danish  143 

Snuff  box,  gold,  Louis  XV                 ..        ..        ..        ..  50 

Statuette  of  a  Grenadier,  silver  .  .        .  .        .  .        .  .        .  .        .  .        .  .  34 

Thurible  (or  Godric,  or  Pershore  Censer),  English,  X  or  early  XI  century  .  .  64 
Vitrine,  carved  and  painted,  from  Portuguese  rococo  chapel,  assembled  by 

Fleisher  Art  Memorial,  Philadelphia  Museum.  .        .  .        .  .        .  .  149 

Weight,  green  overlay  moulded  Salamander,  St.  Louis                 .  .  200 
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superb  /xtir  of  amethyst  quartz  columns  with  ormolu  mounts  surmounted  by  bronze  and  ormolu 
eandelahra  i/esigned  by  Matthew  Hmdton.  Overall  height  77". 
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MALLETT 


MALLKTT  *  SON  (ANTIQUES)  LTD.,  40  NEW  BOND  STREET,  LONDON  W.  I 
TELEPHONE  MAY  FA  1  R  4527  AND  6738/9 


A  rare  Regency  mahogany  Secretaire  Cabinet  with  satinwood 
interior  fittings,  circa  1800.  The  drazver  front  below  the 
Secretaire  section  is  dummy,  there  being  drawers  on  either 
side,  the  left  hand  one  {seen  in  the  photograph)  being  fitted 
for  a  wash  basin  and  toilet  requisites.  This  would  suggest  the 
reason  for  the  mirror  plates  in  the  bookcase  doors. 
6  ft.  <V  in.  high.  -  2  ft.  7  in.  zvide. 


DENYS  WREY  Ltd. 

Members  of  The  British  Antique  Dealers  Association 

45  SLOANE  STREET,  LONDON  S.W.I 

Telephone:  BELgravia  1813/4 

Period  Furniture     Works  of  Art 
Expert  Restoration  of  Antiques 

CREDIT  FACILITIES  are  available  it  requited 
WE  ARE  ALWAYS  ANXIOUS  TO  BUY  FINE  ENGLISH  ANTIQUE  FURNITURE 


SPECIALIST  IN  EUROPEAN  PERIOD  CARPETS 

AUBUSSON 
SAVONNERIE 
NEEDLEPOINT 


Bessarabian  carpets  2-  50  m.  x  3-50  m.,  rosewood  medallion  on 
black  background,  polychrome  pattern. 


CATAN 

129  AVENUE  DES  CHAMPS-EL YSEES 

PARIS 


PHONE  BAL  41-71 
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Her  Maiesty  The  Queen 
Silversmiths 


By  Appointment  to 
H.M.  Queen  Elizabeth 
The  Queen  Mother 
Jewellers  and  Silversmiths 


CARRI NGTON  &  CO.,  LTD. 


ESTD.  1780 


130  REGENT  ST.,  LONDON,  W. 

REGENT  3727 


One  of  a  Set  of  4 
good  quality  Sauce  Boats 
Weight  50  ounces 
London,  Date  1765 
by  William  Sampel 


One  of  a  Set  of  4  very  fine 
Sauce  Tureens  and  Covers 
6i  inches  •  4^  inches 
Weight  82  ounces 
London,  Date  1809 
by  Ernes  &  Barnard 
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WILLIAM  WALTER  (Antiques)  LTD. 

(Office  on  right  hand  of  entrance  to  London  Silver  Vaults) 

LONDON  SILVER  VAULTS,  CHANCERY  HOUSE,  CHANCERY  LANE 

Telephone:  Chancery  3248  LONDON  W.C.2  Telegrams:  Walter  Silvavults  London 


ANTIQUE  SILVER 


PRIDES  of  LONDON  LTD 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 

Tel:  BELgravia  3080 


An  unusual  set  of  4  Regency  chairs, 
of  golden  satinwood  with  pale  olive  green  calf  seats 

179/180  SLOANE  STREET,  S.W.I 
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M.  Harris  &  Sons 


ESTABLISHED  1868 


A  small  late  18th  Century  English  cut  glass  Chandelier  for  six  lights 
Height  3  ft.  4  in.  Spread  2  ft.  4  in. 


44/52  New  Oxford  Street,  London  W.C.i 

Telephones:  Museum  2121,  2122  Telegrams:  Artisonne  Phone  London 


THE  LEFEVRE  GALLERY 


Telephone: 
Mayfair  2250 


30  BRUTON  STREET       LONDON  W. 


XIX  and  XX 
CENTURY 
FRENCH 
PAINTINGS 


Le  Pont  des  Arts 
Bernard  BUFFET 
32     51  inches 


Cables: 
Drawings,  London 


RICHARD  GROSE 
Limited 


An   unusually   small   Queen  Anne  Walnut 
Writing  Bureau  of  very  good  colour  having 
the  original  handles. 
2  It.  3  in.  wide.  Period  circa  1710. 


8  EXHIBITION  ROAD 
SOUTH  KENSINGTON,  LONDON,  S.W.7 

Tel:  KENsington  2128         Cables:  Grosefolde,  London 
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Kettle,  stand,  lamp  and  triangular  tray 


London: 1738 
Maker:  F.  Kandler 
Weight:  82.50  ozs. 


ASPREY    &    CO    LTD     •     165/169    NEW    BOND  STREET 
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LONDON 

69  I  pper  Berkeley  Street 
Portman  Square,  W.  ] 

Telephone:  PADdincton  65('"i 


D  M  Is  V 


Member*  of  The  British  Antique  Dealers'  Association  Ltd 
and  Art  ami  Antique  Dealers'  League  of  America 


NEW  YORK 

i6  East  57th  Street 
New  York  City 

RARE  BOW  PORCELAIN 

Pair  of  brilliant  Bow  figures 
of  the  'New  May'  Dancers. 
Dagger  and  anchor  marked. 

9  {  inches  high. 

Circa  1765. 


Please  Note 
CHANGE  OF  ADDRESS 

We  have  moved  to  more 
commodious  premises  ;il 

69  Upper  Berkeley  Street 
Portman  Square,  W.l 

u  here  we  will  be  happy  to  welcome 
clients  lioth  old  and  new. 


H.  S.  WELLBY 


Pair  Belgian  candelabra 

Mons,  c.  1740 
tt  inches  high,  si  ounce 


16c  Grafton  Street,  W.i 

Telephone:  Hvde  Park  150^ 
Antique  English  and  Continental  Silver  ■  Old  Sheffield  Plate 


i  BOUQUETS 

Jean-Louis 

i  Prevost 

The  plates  in  this  magni- 

ficent portfolio  have  been 

reproduced  by  craftsmen 

using  the  latest  techniques 

in   colour   printing  from 

Charles  Louis  Ruotte's 

engravings  of  Prevost's 

original   water  colours. 

Offering    flower  arrange- 

ments of  the  greatest 

sensitivity  and  botanical 

fidelity  by  this  fine  eight- 

eenth century  artist,  they 

are  ideally  suited  for  the 

collector's  library  or  the 

walls  of  a  contemporary  liv- 

ing room.  16     12  in.  63s. 

MACDONALD 
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\^H.BLAJR 


ONS  LTDo 


23  GRAFTON  STREET  LONDON  WL 


A     FINF     CHIPPENDALE  MIRROR 

Height  5  ft.  H  in.,  width  \  ft  4  in. 


TELEPHONE    HYDE    PARK    04  44 


ESTABLISHED  1884 


rELEGRAM^   RLAIRTIQUE.  PtCCY.  LONDON 


Members  of  The  British  Antique  Dealers'  Association  l.fd. 


STADTWALDGURTEL  32 
COLOGNE 

(Illustrated  catalogue  free  on  request) 


Dietz  Edzard 


Unique  Collection 
"J 

EQUESTRIAN  FIGURES 

IN  CHINA 
Bv  DORIS  LINDNER 

and 

Permanent  Exhibition  of 
DR.  WALL  WORCESTER 

from  the  Perrins  Museum 
also 

A  display  of  Rich  Modern 

CHINA  TABLEWARE 

On  view  at  Worcester  House 
30  Curzon  Street,  W.i 

Open  from  jrd  June  to  joth  September  i960 

Monday-  Friday  10  a.m.- 5  p.m. 


Dr.  WALL  WORCESTER,  c.  1770 

Painted  with  exotic  birds  in  brilliant  enamels  below  turquoise  and  black 
husk  tc.loons  suspended  from  a  blue  and  gilt  border  Diameter  6?  inches. 


7    Members  of  The  British  Antique  Dealers  Association 

156  BROMPTON  ROAD,  LONDON,  S.W.3 

Cables:  PORCELIQUE  LONDON     Telephones:  KENsington  5272  &  3793 
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Ml 


PAUL  D 


DELOMOSNE  &  SON  LIMITED 


(Members  of  The  British  Antique  Dealers'  Association  Ltd.) 


OLD  ENGLISH 

AND 
CONTINENTAL 
CHINA 

FURNITURE 

NEEDLEWORK 


Three  rare  18th  century 
Toby  Jugs,  'The  Squire', 
'Martha  Gunn'  and  'Hearty- 
good-fellow'  from  a  fine 
collection  recently  pur- 
chased which  includes  two 
examples  of  'TheThin  Man', 
a  'Man  on  Barrel',  etc. 


4  CAMPDEN  HILL  ROAD,  KENSINGTON,  W.8 


Telephone:  WEStern  1804 


(Two  minutes  from  High  St.  Station) 


Cablegrams:  DELOMOSNE,  LONDON 


CHARLES  WOOLLETT&  SON 


(Members  of  The  B.A.D.A.  Ltd.) 


\  ery  Fine  Miniature  by  SAMUEL  COOPER.  Sigurd  ami  dated  1647. 
Depicting  a  Gentleman  in  Armour.  Contained  in  a  very  beautijul 
contemporary    Gold   and    hilue    enamelled    locket    frame.    '2  inches. 

tram  The  Collection  of  the  Ht.  lion.  The  Countess  oj  Halifax 

59  61   WIGMORE  STREET,  LONDON,  W.I 

Established  188V  Phone:  Welbeck  8664 


JHJlmgate  &JohnstonUtd 


Established  i8ij 
Head  office: 

91-93  CHARTERHOUSE  STREET.  LONDON,  E.C.i 

also  at  :  LIVERPOOL  -  MANCHESTER 
SOUTHAMPTON  -  BELFAST  -  PARIS 
NEWCASTLE  -  GLASGOW  -  TORONTO 
NEW  YORK     -     MONTREAL     -  ETC. 

Packers  -  Shippers  -  Insurers 
Cus  1 0  in  broker  s        •        Travel  Agents 
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AGNEW 


GIROLAMO  MAZZOLA-BEDOLI 

(i .  1 500  1  > 

ST.  J  E  KOMI 

Panel  1  4  J   ■    1 1> '  int  ht*s 
Now  on  show  in  our  annual  Exhibition  of  pictures  bv 

Old  Masters  at  under  £200 


THOS.  AGNEW  &  SONS  LTD. 

43  Old  Bond  Street  and  3  Albemarle  Street 

Telegram    'RESEMBL1    LONDON'  LOlldoil,     W.I  telephone*   HYDK  HARK  9188  jikI  yi8y 


WOOLLEY  &  WALLIS 

The  Major  Contents  of 
HURDCOTT  HOUSE,  S.  WILTS. 

By  AUCTION -September  15th  &  16th 


LOUIS  XVI  Set  of  4  Chairs  and  small  Settee,  in  Beauvais  Tapestry.  Important  COMMODE,  in  manner  of  G.  BENEMAN, 

and  other  French  and  English  Georgian  Furniture. 

Catalogues  5/-  (4  plates),  Woolley  &  Wallis,  The  Castle  Auction  Mart,  Salisbury,  England.  Tel:  2491 


For  Sale 

IMPORTANT  COLLECTION  OF  BRETON  FURNI- 
TURE &  PANELS  OF  17th  &  18th  CENTURIES 


The  Collection,  which  has  been  assembled  during  the  past  fifty 
years  from  many  old  manors  and  farmhouses  throughout  Brittany, 
consists  of  some  forty  pieces  including  : 

Armoires;  Bahuts;  Devants  d'Armoire,  de  Coffre  et  de  Lit  C'los; 
Cote  de  Lit  Clos  et  Panneaux. 

Full  particulars  from:  Colonel  A.  P.  HODGES, 
16a  Cadogan  Square,  London,  S.W.I,  England. 


(No.  61)  Front  of  Chest  -  17th  -  18th  century. 


(No.  21 )  f  ront  of  Chest  -  18th  century. 


(No.  29)  Front  of  Chest  -  17th  century. 
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Tessiers 

LTD. 


ANTIQUE  SILVER,  JEWELS  AND  OBJETS  D"  ART 


1 8th  Century  Continental  gold  and  enamel  Snuff  Boxes 


26  New  Bond  Street         London,  W.  1 

Telegrams:  Tessierite,  Wesdo,  London  Telephone:  Mar/air  0458 


XVII 


BIGGINS  GALLERY 

PAINTINGS       •       BOOKS       •  LITHOGRAPHS 

MODERN  MASTERS 


ALFRED  SISLEY  BORDS  DU  LOING  20£  x  II 


30  Old  Bond  Street,  London,  W.  1 

HYDE  PARK  0795 


THK  CONNOISSEUR,  September, -1960 


Will 


WALTER  H.  WILLSON  LTD. 


London  [660 
Maker  'WC 
8  |  inches  across  handles 


NEW  SILVER  SPOONS  AND  FORKS 
On  application  we  shall  be  pleased  to  send  particulars  of  our 
hand-forged  services  in  traditional  English  patterns 


15  KING  STREET  •  ST.  JAMES'S  •  LONDON  S.W.i 

WHITEHALL  6463  AURIIABNO  •  PH  (  y  •  I  ONDON 

904  North  Michigan  Avenue,  Chicago,  111.,  U.S.A. 

XIX 


PATOU 


oz.  £5.0.0    hoz.  £8.8.0     I  oz.  £13.0.0     2  oz.  £22.0.0    4  oz.  £38.0.0 


f/^nticfue 


HICKLENTON  &  PHILLIPS 
90  CHEAPSIDE,  London,  E.C.2 

Telephone:  MET  8441 


A.  FREDERICKS 

(CHELSEA)  LTD 

26c;- 267  Fulham  Road 
London  SW3 

Flaxman  2188 


Wish  to  Purchase 
Eighteenth  Century  English  Furniture 
for  the  Home  and  Export  Markets 


Arthur  Churchill  Ltd 

ANTIQUE  GLASS  SPECIALISTS 


Goblet,  7}  inches,  ogee  bowl,  engraved  Portrait  Bust;  on  reverse, 
Royal  Prussian  Arms  and  'SUCCESS  TO  THE  KING  OF  PRUSSIA' ; 
opaque  white  twist  stem.  C.  1760 

22-32  Harrow  Road,  London,  W.2 
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An  elegant  Adam  period 
Chimneypiece  of  superb 
quality  of  Statuary 


and  Genoa  green  marbles 


LENGTH  OF  SHELF  .  6'  3" 

TOTAL  HEIGHT     .  .  4'  I  N 

OPENING  WIDTH  .  .  4'  0" 

OPENING  HEIGHT  .  3'  8" 


mm 


i 


T.   CROWTHER   &  SON 


{  28 

L 


T.  CROWTHER  &  SON,  LTD. 
282  NORTH  END  ROAD,  FULHAM,  LONDON,  S.W.6 
Telephone:  FULham  1375-7   Cable  Address:  ANTIQUITY,  LONDON 

Please  note  :  We  close  on  Saturdays  at  I  p.m. 


LONDON 

18  Leather  Lane 
Holborn  4633 


NEW  YORK 


lc,   I.  FREEMAN  &  SON  LTD. 

Plaza  9-6900 

From  our  Selection  of  Silver  by 

PAUL  STORR 


Tea  Pot, 
London  1797 
18  oz.  5  dwt. 


Cruet,  London  1800 
40  oz.  18  dwt. 


Collections  or  single  items  purchased 


Salver, 

8J  inches  diameter 
London  1816.  18  oz. 


Salver,  10  inches  diameter 
London  1814.  22  oz.  18  dwt. 


Pair  Salts  and  liners, 

mdon  181 2.  23  oz.  12  dwt 


Coffee  pot  on  stand  and  lamp, 
mdon  1824.  70  oz. 


BIGGS 

of  MAIDENHEAD 

Member*  of  The  British  Antique  Dealers'  Association  Ltd. 
ESTABLISHED  1866 


TEL.  (3  LINES) 
223.  963-064 


( )pcn  all  day  oil 
Saturdays 


Fine    lXth  Century 
Satinwood  Secretaire 
Bookcase  of  ex- 
ceptional quality. 
Height  X  ft.  9  in. 
Width  4  ft. 
Depth  2  ft. 


26,  28,  30,  32 
HIGH  STREET 
MAIDENHEAD 

BERKSHIRE 


Six  Showrooms  ol  Antique 
Furniture  atul  Silver 


DUITS 


LTD. 


Finest  examples 
of 

iyth  century  Dutch  Masters 


6  DUKE  STREET 

ST.    JAMHS'S,    LONDON,  S.W.i 

Telephone:   Whitehall  7440 
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PAIR  OF  ST.  CLOUD  COLOURED  AND  ENAMELLED  FIGURES 

Figures  from  this  factory  are  scarce.  This  pair  is  unique  and  unregistered.  The  delayed 
action  between  the  two  figures  is  amusing  and  unusual;  the  Scholar  with  a  yellow 
covered  book,  and  hair  drawn  into  a  queue,  awaits  his  tricorn  hat  to  be  brushed  before 
returning  to  college.  The  subject  is  taken  from  a  picture  by  Chardin. 

The  Maid  wears  a  mob  cap,  a  flounced  dress  adorned  with  enamel  colours,  with 
flowering  branches  and  insects,  black  neckband  and  shoes. 


MONTAGUE  MARCUSSEN 

LTD 


98  CRAWFORD  STREET,  LONDON,  W.  1 

Paddington  3051 


yy  *:$ 


H.  R.  CRESNER 

Formerly  Director,  MITCHELL  GALLERIES,  Ltd. 

42  ST.  JAMES'S  PLACE 
ST.  JAMES'S  STREET 
LONDON,  S.W.I 


Phone:  <  Irosi'enor  1966 


Cables:  'Bertcres,  London' 


LES  PETITS  BUCHERONS 
by 

NICOLAS  FRANCOIS  OCTAVE  TASSAERT 
Signed  tind  dated  1834 
Canvas  size  22  X  18  J  inches 


One  of  the  most  exquisitely  painted  examples 
of  this  celebrated  artist's  work 


lgth-century  Landscape  and  Figure  Subjects  always  on  view 
Valuations  for  Probate  and  Insurance 


^g_t  intiieiminuiimitnummmni  Miiiiiiiii  ■■■iiiiiiiiiiiiitiiiiiiiiiiiiiiiiiiiiiiiitiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiitiiiiiitiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiitiitiiiiiiiitiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiitiiiiiiiiiitiiiiiiiiiiiiiiiini  ls^ 


VI.. ill  si 


NINTH  ANNUAL 
KENSINGTON  ANTIQUES  FAIR 


PATRON:  MRS.  JOHN  HAY  WHITNEY 


KENSINGTON  TOWN  HALL 


Daily  ]  1  a.m.  to  8  p.m. 
(excluding  S11  inlay) 


August  24th      September  8th  I960 

A<liiiB**ioii  2/<i   0|M'9tiii'4  day  5/-   Season  Ticket  lO/- 

Promoted  by  Kensington  Antique  Dealers  Ltd. 

ALL  EXHIBITS  WILL  BE  FOR  SALE 


Information:  Chairman  :  GORDON  hand,  18  Chepstow  Corner,  Westhonrne  Grove,  W.2 
Telephones:  BAYswater  0322  and  2988.  (During  the  fair— WEStern  5682  and  5763) 


-imiiiimiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiii  inn  iiiiiiiimiiiiiiiniiimiiiii  immiiiiiimiiifHiiimiiiiiiiiimiiiimiiiiiiiiniiiniiiiii  minimi  mini  minim  im  iiiiiiimTf. 
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IV.  BLOOM  &  SON  LTD 

15  NORTON  FOLGATE,  BISBOPSGATE 
LONDON  E.l        PHONE:  BIS.  1587 

ESTABLISHED  IN  THE  CITY  FOR  NEARLY  FIFTY  YEARS 


f 


JAMES  I  FLAGON  AND  COVER 

LONDON  1635 

MAKERS  MARK  R.C.  PHEON  BELOW 

height  ll\  inches,  weight  42  ounces 


The 

House  of  Perez 


KAZAK  Prayer  Rug  from  the  Caucasus.  Size 
4  ft.  6  in.  by   3  ft.  4  in.    Rer.  No.  49476. 
Price  £  1  1  c 
Available  at  time  of  going  to  press. 

Internationally 
Famous  J  or  Fine  Carpets 

* 

The 

House  of  Perez 

Member  of  the  IS.A.D.A. 

112  and  .68  BROMPTON  ROAD 
LONDON,  S.W.3 

Telephones:  KLNsington  9878,  9774  &  >9'7  ('  1J  only) 
Also  GLASGOW,  BRISTOL  &  AMSTERDAM 
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LONDON 

43  Museum  Street 
W.C.I 
HOI. bom  2712 


S.  J.  SHRUBSOLE 

LTD. 

Nov  i  nrk  Antique  &  Art  Dealers*  Association 


NEW  YORK 

104  East  57th  Street 
New  York  City 
Plaza  3-8920 


ANTIQUE  SILVER 


Fine  George  I  Coffee  Pot,  8i  inches 
high, date  1722,  by  Nathaniel  Gulliver 

George  I  Sugar  Bowl  by  John 
Edwards,  London  1725 

George  II  Pitcher  Cream  Jug, 
London  1743,  by  Phillip  Goddard 


Our  varied  stock  is 
always    of  interest 
to  the  discriminating 
buyer 


l  ondon  Showroom  one  minute 
from  the  British  Museum 


GREGORY  &  CO. 


(I3KUTON  STREET)  LTD. 


ESTABLISHED  1823 


27  BRUTON  ST.,  BERKELEY  SQUARE 
LONDON,  W.l 


TELEPHONES: 
MAYFA1R  2608  9  o 
MAYFAIK  2066 


A  N  T  I  Q  UBS 

/•'  U  R  N  1  T  U  R  E 

U  P  H  O  L  S  T  E  R  Y 

C  U  R   T  A  I  N  S 

C  A    R    P    E    T  S 


TELEGRAMS: 
GREGCO,  WESDO 
LONDON 


B  U  I  L  D  I  N  G 
ELEC  7  R ICAL  I VO RKS 
DECORA  T IO  N  S 
li  E  A  TING 
V  A  I.  V  A  T  I  O  N  S 


One  of  .1  pair  of  carved  and  gilt 
Chippendale  Girandoles.  Circa  1770. 

Ovcr.ill  height  3  ft.  7  in. 
Overall  width  1  tt.  s  in. 
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FROST  &  REED  D 


TD 


LINDI  K  THN  Rl  IGNS 


Size  31  x  42  inches 


A  s  11  porb  painting 
in  virtually  mint  condition 

by 

JAN  (VELVET)  BRUEGHEL 
1 568-1625 


Carved  frame 


41  New  Bond  Street 
London,  W.  1 

May  fair  2457 


IO  CI  are  Street 
Bristol 

Bristol  26238 
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BY  APPOINTMENT 
TO  H.M.  QUEEN  ELIZABETH 
THE  QUEEN  MOTHER 
FINE  ART  DEALERS 


PARTNERS  : 

OSCAR  E.  JOHNSON 
H.  F.  J.  LEGGATT 

A.  E.  FRANCIS 
P.  A.  B.  JOHNSON 


BY  APPOINTMENT 
TO  THE  LATE 
QUEEN  MARY 
FINE  ART  DEALERS 


Richmond  Terrace,  Surrey  (circa  1836)  by  J.  M.  W.  TURNER,  r.a.  (1775-1851)  Watercolour  n|  x  finches 

From  the  Novar  Collection  and  the  Munro  Collection 
Engraved  by  J.  T.  Willmore,  1838,  'England  and  Wales'  :  Recorded  Sir  Walter  Armstrong's  'Turner'  page  273 

Included  in  the 

AUTUMN  EXHIBITION 

oj  the  works  of 
J.  M.  W.  TURNER,  R.A. 

from  October  1  cth  to  November  cth 


LEGGATT  BROTHERS 

ESTABLISHED  1 820 

30  ST.  JAMES'S  STREET,  LONDON,  S.W.i 

Telephones:  Whitehall  3772  and  3252  Cables:  leggabros,  Piccy,  London 


Pair  of  XVII  Century  German  part  gilt  Candlesticks 
finely  chased  fruit,  leaves,  etc. 

by  JOHANNES  MITTNACHT 

Augsburg,  c.  1680.  Height  10  inches 
An  example  from  our  Collection  of  Early  German  Silver 


Valuations  for  Probate. 
Insurance  and  Division. 


THE  TENTH 
NORTHERN 


Jfait 


THE  ROYAL  HALL 
HARROGATE 


THURSDAY  25th  AUGUST  until 
THURSDAY  ist  SEPTEMBER  [960 


ill  be  opened  by 


Sir  Philip  Hcndy 

Director  of  the  National  Gallery 
at  _'.  -{(>  p.m.  on  Thursday  August  25th 

ALL  ARTICLES  ARE  FOR  SALE 
AND    THOSE    SOLD    WILL  BE 
REPLACED  DAILY  BY  FRESH  ITEMS 


Open  daily  from  11  a.m.  until  7  p.m.  excepting 
Thursday  August  2 stli  and  Tuesday  August  30th 
when  the  Fair  will  remain  open  until  9.^0  p.m. 

The  Fair  will  not  be  open  on  Sunday  August  28th 


A  DMI S  S IO  N 
hirst  day  hire  Shillings     Other  days  Three  Shillings 


J.&W. 
TWEED 

408410 
LEEDS  ROAD 
BRADFORD  3 

Tel.  2322.'$ 


1  n  early  ( reorge  II 
walnut  and  gilt  gesso 
mirror,  with  fine 
burr  veneers  and 
original  gilding 
57  ■  30  inches 


STAND  No.  4,  Northern  Antique  Dealers'  Fair 


HENRY  SPENCER 


&  SONS 


ESTABLISHED  1X40 

I  ric  C.  Spencer,  M.B.E.,  M.A.  (Cantab),  F.R.I.C.S.,  I    \  I 
Rupert  W.  Speneer,  M.A   (Cantab),  P.A.I 
H.  Michael  Speneer,  K.R.I  CS,  F.A.I. 
I  .  M  Seymour.     VV.  E.  Peck,  F.A.I       Harr\  C.  I'.  Speneer 

of  RETFORD,  Nottinghamshire 


Sales  by  Auction 
of  the  Contents  of  Mansions  and  Country  Houses 

Sales  of  Landed  Estates  and  Properties 

10  The  Square,  RETF(  )RD,  Notts. 

I  elcphi >ne  :  <  \  1  -2 

4  Paradise  Street,  SHEFFII  I  D  1 

Telephone:  2c2oh  (2  lines) 

.,1  Bridge  Street,  WORKSOP,  Notts. 

Telephone  :  i  (47  -8 


VALUATIONS  FOR  All  PURPOSES 
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.  I  pair  of  Dutch  river  scenes 
by 

H.  KOEKKOEK  (Signed) 
(1815-1882) 
Panel  si/.c  8.1  •  11 .1  inches  (22  x  29  cm.j 
Framed  size  \  >\      15^  inches  (32  ■  39  cm. 


M.  NEWMAN  LTD 

Established  1R70  Members  of  The  British  Antique  Dealers'  \ssoriation  Ltd. 


43a  Duke  Street,  St.  James's,  and  1/3  Ryder  Street,  London,  S.W.i 

Teltphonr;  WllllthaU  6068/9  Telegraphic  Address:   YEWPIC,  PICCT,  LOXDOJV 


QUINNEYS  Ltd. 


WALTER  NEEDHAM 


Telephone: 
Chester  22836 
and  23632 

Cable  Address: 
'Needinc',  Chester 


CHARLES  I  GALLERIES 
and  ST.  MICHAEL'S  RECTORY 

49-61  BRIDGE  STREET  ROW 
CHESTER 


Fine  set  of 
eight  single  and  two  arm 
HEPPLEWHITE  chairs 

Fine  quality  carving 
and  pa  tination 


Exhibiting  at 
TENTH  NORTHERN 
ANTIQUES  FAIR 
Harrogate 


We  are  exhibiting  at  the 

Northern  Antique  Dealers'  Fair,  Harrogate 

August  2Sth  -  September  1st,  I960 


MEMBERS  OF  THE  BRITISH  ANTIQUE 
DEALERS'  ASSOCIATION  LTD. 

ESTABLISHED  1893 


Barnes  R 
of  Honbon  &  l^arrogate 


>» 

Ik 


ANTIQUE  SILVER 

PAIR  OF  SAUCEBOATS 
London  1773 

PEPPER  CASTER 
London  1752 

DRUM  MUSTARD  POT 
London  1823 

MINIATURE  INKSTAND,  Silver  Gilt 
London  1793 

SNUFF  BOX 
1813 


Two  addresses  only 

38  JAMES  STREET,  HARROGATE 
42  DUKE  STREET,  ST.  JAMES'S,  S.W.I 
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On  The  River  Yare 


by 

J.  B.  LADBROOKE 
(i  803-1 879) 

Canvas  40  X  $6  inches 


RAYNER  MacCONNAL 

19  DUKE  STREET,  ST.  JAMES'S,  LONDON  S.W.i 

Telepln me :  Wliitelul  I  j  $ 9  *, 
Exhibiting  at  the  TENTH  NORTHERN  ANTIQUES  FAIR,  HARROGATE 


LEGER  GALLERIES 


ESTABLISHED  1892 


(J.  LEGER  &  SON) 


HYDE  PARK  2679 


Oil  Painting  on  Canvas 

24     30  inches 
by  JORIS  VAN  SON 
1623-1667 


Exhibiting  at  the 
Antique  Dealers'  Fair 

STANDS  Nos.  26  and  27 

HARROGATE 


We  desire  to 

purchase  paintings, 

water-colours 

by  o/d  and  modern 

masters 


13    OLD    BOND    STREET,    LONDON,  W.I 


BRUSSELS,  13  RUE  DE  LA  REGENCE 


CHARLES  LUMB 
&  SONS,  LTD. 

34  MONTPELLIER  PARADE 
HARROGATE 

Telephone  :  3776 


Chippe ndale  mahogany  rentre  tabic 
of  superb  quality  and  pat  mat  ion.  in 
immaculate  condition.  Circa  \1(>7>. 


Exhibiting  at  the 
Northern  Antique  Dealers'  Fair 
Royal  Hall,  Harrogate 
August  25  •  September  I 


THE  CONNOISSEUR,  September,  to6o 
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W.  WADDINGHAM 

Established  ovei  H>  years 


Member  of 

The  b.a.d.a.  ud  99  Mount  Street,  London.  W.  1 


Telephone:  Gro-venor  2411 
and  at 

10  Royal  Parade,  Harrogate 

Telephone:  5797 


(.11  SEPPE  MAPI  A  CRESPI 
(Bologna.  1665-1747) 
The  Last  Rite  Administered 
to  Victims  of  the  Plague 
Canvas  19  •  27  inches 


Below: 

\  line  -H  "I  -i\  llcpplcwhilc  carved  white 
and  gilt  Armchairs  in   the    French  taste 


»-^-"-VV_^     TV      -A.  A  JL  JL_j  JL  X.     syon  lodge  •  busch  corner  .  isleworth  .  Middlesex 

(SYON  LODGE)  LTD  TELEPHONE  :  ISLEWORTH  7978  AND  7979 


SUPERB  18th-CENTURY  WROUGHT  IRON  ENTRANCE.    OVERALL  WIDTH  23  ft.  3  in.,  OVERALL  HEIGHT  20  ft. 


"In  our  end  might  well  be  our  beginning.  We  would  indeed  be  happy  to  have  begun  this  long  tour  with  the  famous  establishment 
of  Bert  Crowther  (Syon  Lodge),  Ltd.;  certainly  no  call  in  the  foregoing  pages  could  be  more  enjoyable  than  this  one.  Go  out  of 
London  on  the  Slough  road  and  fork  left  to  Brentford,  passing  through  that  township  till  the  road  widens  and  the  great  walls  of 
Syon  Lodge  are  on  the  left.  A  small  door  in  these  walls  leads  vo  an  antique  wonderland,  and  like  Alice  you  may  have  difficulty  in 
believing  your  eyes.  But  Alice  was  dreaming;  what  we  write  of  is  real.  This  is  an  abode  of  choice  goods  in  staggering  profusion. 

"The  stock  must  be  thought  of  primarily  in  terms  of  the  garden,  the  hearth  and  the  architectural.  Garden  ornaments  come  first: 
statues,  lead  tanks,  sundials,  fountains,  pillars,  figures,  wellheads,  vases,  urns  .  .  .  Crowther's  stock  of  these  garden  ornaments  must 
be  unsurpassed  in  this  country.  Then  there  are  always  countless  mantelpieces  in  stock;  while  there  is  period  panelling  enough  to 
transform  the  Albert  Hall!  And  of  course  there  are  many,  many  rooms  filled  with  fine  antique  furniture  and  other  works  of  art.  AH 
in  all  it  adds  up  to  ten  acres  of  antiques! 

"The  present  proprietor  is  the  fourth  generation  of  the  family  to  run  the  business  (and  is  the  fourth  of  that  name),  and  he  runs 
it  on  the  same  lines  and  adheres  to  the  same  policy  as  his  forbears.  (If,  by  the  way,  you  have  garden  ornaments  of  quality  to  dispose  of, 
drop  him  a  line  with  mention  of  us;  he  will  be  very  pleased  to  hear  from  you  and  will  probably  make  you  a  generous  offer.)  This  is 
antique  dealing  on  a  grand  scale,  and  with  a  touch  of  magic  about  it.  You  must  go  to  Crowther's.  More  than  a  shopping 
expedition,  a  visit  to  this  wonderful  place  is  an  experience  you  will  treasure  always." 

with  acknowledgments  to  ANTIQUES  YEARBOOK  1960-G1 


CONNOISSEUR  REGISTER 

FOR  SALE:  Among  pieces  of  line  18th  century  English  porcelain  are  a 
Dr.  Wall  Worcester  double  leaf  dish,  painted  with  dishevelled  birds  by 
(Jiles  (Marshall  plate  5A);  'Blind  Earl'  dish;  apple  green  cup  and 
saucer  with  English  flowers  and  Chelsea  leaf  dish,  green  border,  fruit 
(let (nation,  red  anchor  mark,  /'holographs  available  or  may  be  seen  in 
London.  Box  No:  7165. 

PRINTING  and  Designing  by  Master  Craftsmen  at  no  extra  cost  for 
those  who  appreciate  good  work.  For  anything  from  business  cards  to 
(..talogucs  consult  I  I I E  HI ,  \1 )( )  PRESS  171  Strand,  London,  W.C.2 
Temple  Bar  2545. 

DUNNINGS  ANTIQUES,  M.B.A.D.A.,  Specialists  in  purchasing  and 
selling  Ships'  Figureheads;  Hour  glasses;  Sundials;  Globes;  Pistols; 
Eanterns;  dated  Metalwork;  unusual  Carvings.  Holywell  Hill,  St.  Albans 
51()b5.  

GARRARD  &  CO.  LTD.,  Crown  Jewellers,  are  particularly  interested 
to  purchase  Table  Silver  such  as  Tea  and  Coffee  Services,  Trays,  Waiters, 
Dishes,  Spoons  and  Forks.  Candlesticks,  Candelabra  etc.  Also  all  types 
of  Antique  Silver  and  Antique  Jewellery.  Send  pieces  to  1  12  Regent  Street, 
London,  IE.  I  or  ring  Regent  3021,  and  arrange  for  an  experienced  valuer 
to  call.  Personal  visits  also  welcome  to  London  showrooms. 

BEARNES'  SALEROOMS,  Warren  Road,  Torquay  (telephone  22309) 
attract  principal  Buyers  from  London,  etc.  We  are  pleased  to  advise 
West  country  owners  re  sale  of  Antiques,  Pictures,  Silver,  etc.  (Estate 
\genc\  Dcpts:   I'orquax  _'_'12l>.  Paignton  ~i!!_"H>. 

YE  OLDE  TYMES  27  High  Street,  Clacton-on-Sea.  Comprehensive 
stock  of  Antique  Furniture,  Jewellery,  Silver,  Plate  and  China.  Personal 
visits  invited;  Trade  enquiries  welcomed.  Telephone:  Clacton  800. 

WANTED:  Private  collector  desires  Indo- Portuguese  furniture  or  any 
Indian  works  of  art,  embroidery,  etc.  Box  No:  7166. 

IRON  DUKE  bronze  bust  1853:  also  Oils  of  favourite  Groom;  and 
Byron,  Sir  Robert  Peel.  For  Sale.  Box  No:  7167. 

FOR  SALE :  Year  duration  Longcase  striking  Clock  by  Murray,  Gosport. 
Full  particulars  AMY,  Stratford  St.  Mary,  Colchester.  Dedham  2184. 

The  Finest  commercial  photography  comes  from  Wallace  Heaton 
Ltd.,  127  New  Bond  Street.  London,  W.l. 

The  Advertiser  wishes  to  take  up  a  Directorship  and  to  invest  £2,000  - 
£3,000  in  a  small  good  class  Antique  Shop  between  Oxford  and 
Maidenhead,  via  Thames  Valley.  Apply  Box  No:  7168. 

WANTED:  Antique  Watches.  All  types.  Need  not  be  in  running  condi- 
tion. Write  Box  No:  7169. 

Haddonfteld,  New  Jersey:  SANSKI  GALLERY,  50  Tanner  Village. 
Fine  early  American  and  European  paintings,  drawings  and  sculpture 
bought,  sold,  restored. 

ANTIQUES  Archaeological  and  ecclesiastical  objects,  arms  and 
armour,  Canadian  Indian  relics,  primitive  art,  miniature  paintings, 
chess  sets,  unique  jewellery,  jades  and  ivories,  Greek  and  Roman  coins. 
( )n  exhibition  and  for  sale  at  PETIT  MUSEE,  2035  Peel  Street,  Mon- 
treal, Canada.  Telephone:  Av.  8-3434. 

CHESS  SETS  WANTED:  Private  collector  desires  to  purchase  sets  of 
unusual  interest.  Robert  Bloch,  68  Heather  Avenue,  San  Francisco  18, 
C  California. 

WANTED:  Suits  armour,  guns,  swords,  cannon,  weapons  of  any  type, 
oak-panelling.  J.  MULRANEY,  293  Sunrise  Highway,  Lynbrook,  New 
York.   

AUTOGRAPHS  WANTED:  Top  cash  prices  paid  for  original  letters 
and  documents  of  famous  persons.  Charles  C.  Hamilton  Autographs, 
Inc.,  25  East  53rd  Street,  New  York  22,  New  York.  EL  5-3464-5-6. 

WANTED:  Russian  Enamel  Pieces.  Write  A.  E.  Turcone,  298  Broadway. 
Providence,  R.I.,  U.S.A. 


VANDIJCK:  Portrait  Isabel  Van  Assche. 
de  BESTERFELD-EPAUX  (Aisne)  France. 


12,300  guineas.  Write: 


WANTED:  an  18th  Century  musical  longcase  Clock.  Full  particulars 
and  price  to:  Box  No.  7170. 

BINDERS  for  your  Connoisseurs!  And  you  can  do  it  yourself.  Two 
Binders  take  a  year's  issues.  Strongly  made,  they  are  of  red  leather-cloth, 
with  rounded  corners,  the  name  The  Connoisseur  gold-blocked  on  the 
spine.  Price  each  16s.  6d.  ($2.39)  inclusive  of  postage,  packing  and 
insurance.  Extra  blocking  on  the  spine  'January  to  June  19.  .'  'June  to 
December  19.  .'  costs  an  additional  Is.  3d.  (17  cents)  per  binder.  Order 
limn  The  Belgrave  Library,  22  Armoury  Way,  London,  S.  W.  18. 

Register  advertisements  are  S2.00  for  15  words  (minimum),  and  thereafter  10  cents 
pet  wind,  which  must  be  prepaid  and  mailed  to  THE  CONNOISSEUR,  21 
EAST  57///  STREET,  NEW  YORK  22,  N.Y.  Addresses  or  Box  Numbers 
must  be  inserted,  and  replies  to  the  latter  should  be  clearly  marked  with  the 
lin\  Number.  The  Proprietors  of  I he  Connoisseur  accept  no  responsibility  for  any 
sale,  effet  led. 


LENNOXLOVE      HADDINGTON,  EAST  LOTHIAN 

(One  mile  south  of  Haddington  on  Road  B.6369) 

HOUSE  and  GARDENS  open  to  the  public  Saturdays  and  Sundays  in  June  also 
Whit  weekend  4th  to  6th  June  and  daily  from  1st  July  to  30th  September.  (Parties 
of  guaranteed  numbers,  by  previous  arrangement,  special  times  and  rates.  Home 
Baked  Teas  to  order).  On  view  14th  Century  Keep  and  Dungeons  with  17th 
Century  House  adjoining.  Death  Mask  of  Mary.  Queen  of  Scots.  Furniture 
given  to  La  Belle  Stewart  by  Charles  II.  Family  Portraits  by  Raeburn  and  Van 
Dyck.  Admission  to  House  and  Gardens  2-5-2/6d.  Children  l/6d.  Teas  2/-. 

Apply:  Factor,  Lennox/ove  Estate  Office.  Telephone  Haddington  3120 


P.  H.  GILLINGHAH 

M  B  A. D  A.  Ltd 
Antiques  and  Works  of  Art 

LARGEST  STOCK  IN  THE  SOUTH  OF  ENGLAND 

Speciality:  Old  English  Cottage  Furnishing 

X  C  HERTSEY  STREET  LYNDHURST'  LONDON  ROAD 

GUILDFORD  GUILDFORD 

Telephone:  5750  Telephone  61952 


/OrT// 


era. 


4J 


Hyde  Park  4711 


HIGHEST     PRICES     PAID  FOR 

COINS    AND  MEDALS 

especially  for  collections.  10th  Edition  Catalogue 
of  English  Coins,  9/3.  Specimen  Bulletin  6d. 

B.  A.  SEABY  LTD.,  65  Great  Portland  Street,  London,  W.l 


DORSET  GALLERIES 
J.    A.  FREDERICKS 

(Member  of  The  British  Antique  Dealers  Association) 

WISHES  TO  PURCHASE 
OLD  ENGLISH  FURNITURE 

49  DORSET  STREET,  BAKER  STREET,  LONDON,  W.l  Welbeck  8934 


C.  &  D.  O'DONOGHITE 

Member  of  The  British    lfifi</»<'  Dealers'  Assmiation  1,1,1. 

FINE   STOCK    OF   ENGLISH  CHINA 

12  Victoria  Parade.  TORQUAY ,  Devon 

Telephone .  !J567 


Jacques  Rouault  Galleries 

(INCORPORATING    de    FRESNES    OF  AYRSHIRE) 


ANTIQUES  and  OBJETS  D  ART 
INTERIOR  DECORATION 
FINE  FABRICS 
SEVENTEENTH  CENTURY 
OAK  FURNITURE 

EXPOR  TERS 
Trade  enquiries  invited 


CESSNOCK  CASTLE 

G  A  L  S  T  O  N 

AY  R  S  H  I  R  E  Galston  314 
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ANTIQUE  SILVER  FROM  IRELAND 


1/ 


Antique  Silver  Coffee  Pot  by  William  Fawdrey,  London  1706-7. 
Queen  Anne.  The  octagonal  design  of  the  whole  is  complemented 
by  a  hinged  and  stepped  finial.  Weight  25  ounces.  Extreme  height 
10  inches. 


Antique  Silver  Strawberry  Dish  and  Bowl  by  David  King.  Dublin  1719-20.  George  [.  The 
decoration  is  a  simple  moulded  rim.  Each  is  perfectly  hall-marked.  Height  of  Bowl  3]  inches 
Diameter  6{  inches.  Weight  13  ounces.  Height  of  Dish  \  \  inches.  Diameter  9  inches.  Weight 
14  ounces. 


A  very  beautiful  Bowl  by  Anthony  Nelme.  London  1709  10  bearing  the  Contemporary  Royal 
Arms  of  Queen  Anne  and  her  Cypher.  Weight  2  \\  ounces.  Height  4  inches.  Diameter  9  inches 


A  very  fine  Irish  Provincial  Antique  Silver  Coffee  Pot  by  George 
Hodder.  Cork,  circa  1730-40.  George  II.  A  detachable  finial  surmounts 
the  low  domed  cover.  Weight  33  ounces.  Extreme  height  10  inches. 


Antique  Silver  Punch  Bowl  by  William  Williamson.  Dublin  1741.  George  II.  Perfect  ha 
marks.  Weight  37t  ounces   Height  <i  inches.  Diameter  10  inches. 


LOUIS  WINE  ltd 

Fine  Art  Dealers,  Jewellers  ami  Silversmiths 

31  &  32  GRAFTON  STREET,  DUBLIN 


I  st.iblished  IS40 


/.'/  Dublin  7(S(,s 


FRANK  PARTRIDGE  &  SONS  L1 

144-146  NEW  BOND  STREET 
LONDON,  W.I 

Telephone:  Mayfair  0834-5 


4  | 


A  fine  English  18th  century  Chimneypiece  in  pinewood 
Height  4  ft.  Of  inches.  Width  4  ft.  9£  inches. 
Depth  of  shelf  6{  inches. 


MARTIN  &  CO.  Ltd. 
OF  CHELTENHAM 

GOLDSMITHS  AND  SILVERSMITHS 
since  1806 

Telephone  CHELTENHAM  2821 


Pair  George  III  Silver  Candlesticks 
Made  in  Birmingham  in  1787 
by  Matthew  Boulton 

George  III  Silver  Tea  Caddy  on  stand 
Made  in  London  in  1786 
by  Andrew  Fogelberg  and  Stephen  Gilbert 


Promenade 
CHELTENHAM 
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O'HANA  GALLERY 

13  CARLOS  PLACE,  GROSVENOR  SQUARE,  W.l 

Grosvenor  1562 


a  la  Lampc,  c.  1905  Oil  on  canvas:  17.I   •  23, '  inches  Pierre  BONN  ARM 


SUMMER  EXHIBITION  OF  PAINTINGS  AND 
SCULPTURE  FROM  THE  19th  &  20th  CENTURIES 

\i  1 


BRACHER  &  SYDENHAM 


A  fine  Pair  of  Beer  Jugs  in  Old 
Sheffield  Plate,  Circa  [810. 

Height :  i  i  inches. 

Engraved  with  the  Arms  of  Dunbar 
of  Mochrum  quartering  Randolph. 


Established:  1790 
Telephone:  53724 


QUEEN    VICTORIA    STREET,    READING,  BERKS 


KNOEDLER 


Established  1846 


Old  and  Contemporary  Masters 


LONDON 

}4  St .  James's  Strict 
S.W.  1 


NEW  YORK 

1 4  East  57th  Street 
N.Y.22 


PARIS 

2  2  Rue  des  Capucines 
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STEPHEN  MOORE  LTD. 

MEMBERS  OF  THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION  LTD. 


An  unusually  small  and  very  fine  gilt  console  table  of  the 
William  Kent  period,  with  black  and  gold  marble  top. 
Height  2  ft.  7|  in.  Width  2  ft.  104  in.  Depth  I  ft.  IQi  in. 


CASTLE  PLACE,  LEWES,  SUSSEX 

and  at 

103  HIGH  STREET,  LEWES 


Open  all  day  on  Saturdays 


Tel :  258 


Iglglllijl^ 
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Important  George  II 
carved  and  gilt 
wall  Mirror 
Height  46" 

Valuations  for  Insurance  and  Probate 

MAPLE  &  CO.  LTD 
TOTTENHAM  COURT  ROAD 
LONDON  W.I  (Tel:  EUS  7000) 


I 


11 


1 


RESTORATION  AND 
CONSERVATION  OF 
THE  ANTIQUE 

Restorers  to  the  l  eading  Museums 

BRONZES  •  CERAMICS  ■  ENAMELS 
IVORIES  •  JADES  ■  MARBLES 
TORTOISESHELL  •  MOTHER-OF-PEARL 
SNUFFS  •  ORMOLU   ■  BUHL 
OBJETS  D'ART  •  FURNITURE  ■  ETC. 

G.  GARBE 

FOUNDED  1770 

2]  CHARLOTTE  STREET 
LONDON,  W.i 

Telephone:  museum  1268 


THE  WORLD  S  GREATEST  BOOKSHOP 


FAMED  CENTRE  FOR 

Art  Books 

Foyles  have  departments  for  Gramophone  Records, 
Stationery,  Music,  Handicraft  Tools  and  Materials, 
Magazine  Subscriptions,  Foreign  Stamps 

119-125  CHARING  CROSS  RD.  LONDON  WC2 

Gerrard  5660  (20  lines)    *    Open  9-6  (incl.  Sats.) 

Nearest  station:  Tottenham  Court  Road 


Antique  Silver 
Sheffield  Plate 
Antique  Jewellery 


HARRY 
CHERNACK 

of  Edinburgh 


85  ROSE  STREET  •  PHONE  CAL  3038 

Member  of  The  British  Antique  Dealers  Association 


Regardless  of  size  or  complexity 
you  can  rely  on  P  &  S  to  pack  and 
forward  to  all  parts  of  the  world. 
Promptly  and  Safely. 

Pitt  &  Scott 

Limited 

1/3  St.  Paul's  Churchyard,  London 
E.C.4 

Telephone :  City  6474 

Household  removals  to  all  parts  of 
the  world.  Storage  facilities  at 
London,    Liverpool,    Glasgow  and 
Paris. 
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THE  ni.NIIISSElR 

YEAR  BOOK 


FOB  I  Mil 


OUT  NOYENBEB  196(1 
Price  30s.  per  copy 

(U.S.  \.  5  dollars  including  postage) 


This  well-bound  annual,  which  will  be  published  mid- 
November,  is  a  landmark  for  discerning  collectors  who 
find  the  varied  and  expertly  written  articles  of  outstanding 
interest  for  their  own  special  enjoyment.  It  also  makes  an 
inexpensive  gift  for  Christmas  and  other  anniversaries, 
which  will  give  the  recipient  hours  of  pleasant  reading. 
Copies  should  be  ordered  early  to  avoid  disappointment. 


Some  of  the  important  items  included  in  this  15th  Edition  of 
The  Connoisseur  YEAR  BOOK 

Lennoxlovc  (Scottish  Country  House) 

Looking  at  (English)  Georgian  Houses 

Furniture  Makers  to  the  English  Court  in  the  18th 
Century 

Persian  Art 

Old  Master  Drawings 

Trent  House  (American  Country  House) 

The  Glass  of  Frederick  Carder 

Chandeliers 

(More  titles  will  be  announced  later.) 


N.B.  ANTIQUE  AND  FINE  ART  DEALERS  WISH- 
ING TO  ADVERTISE  in  this  number  should  send  their 
instructions  by  September  10th  to:  The  Advertisement 
Manager  of  The  Connoisseur',  13-17,  New  Burlington 
Place,  London,  W.l 


Order  from  vour  usual  bookseller 


or  by  post  (32s.)  from:  THE  BELGRAVE  LIBRARY,  22  Armoury  Way,  London,  S.W.18,  England 
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GARRARD  ANTIQUES 

Two  exceptionally  fine 
clocks  by  Joseph  Knibb 


111     U'l'MINIUlM    III  *t'.<5Mv 

HER  M \|imi  nil  <,>iii  i  N 
(.01  DSMITHS  &  CROWN  JEWELLI  RS, 
GARRARD  &  (  0    LTD.,  IONDON 
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BRACKET  CLOCK,  CIRCA  i68j 
/I  very  fine  example  of  Knibb' s 
work. 

Height  13%",  excluding  handle. 
Ebony  veneer  case,  skeleton  dial  with 
all  minutes  numbered,  alarm  subsid- 
iary dial,  and  calendar  aperture. 
8-day  Roman  Strike  movement. 
Pull  quarter  mechanism. 


LONG  CASE  CLOCK,  CIRCA  1690 
This  exceptionally  fine  and  rare 
clock  is  particularly  remarkable 
in  that  it  embodies  a  three-month 
movement,  Roman  striking,  and 
1 1  pendulum. 

Height  6'  10" ,  excluding  finial . 
Ebony  veneer  case  with  panelled 
door  and  sides,  w"  dial. 


'0 


Garrard  &  Co.  maintain  one  ol  the  most  interesting 
collections  of  antique  clocks,  silver  and  jewellery  in 
London.  The  connoisseur  will  find  much  to  interest 


him  at     112  . 


GARRARD  &  CO.  LTD. 

Crown  Jewellers 

112    REGENT    STREET    •     LONDON    •  W.l 


TELEPHONE:    REGENT    3021    (II  lines) 
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MATHIEU 

In  the  front  line  of  contemporary  art 

PAINTINGS  AND  SCULPTURES 

GUIETTE    DEGOTTEX  COMPARD 

PRIMITIVE  ART 

Arnaldo  POMODORO    Gio  POMODORO 

BELGIUM  BRANCH:                                 GALERIE  INTERNATIONALE  D'ART  CONTEMPORAIN 

44,  Bd.  de  Waterloo  -     BRUXELLES           253,  rue  Saint-Honore  — 

PARIS  1         Telephone  Opera  32-29 

THI-.  C '( >NNOISSEUR,  September.  h;f>o  XLVI 


DY  APPOINTMENT 
FIREPLACE  FURNISHERS 
TO   THE  LATE 
KING    GEORGE  V 


C.  J.  PRATT 

of 

Brompton  Road 

ESTABLISHED  1860 


-r.  w 


Fine  Georgian  Carved  Pinewood  Chimneypiece 
One  of  several  in  stock 


186  BROMPTON  ROAD 
LONDON,  S.W.3 

T  fie  phone:  KENsington  0783  Cables:  Prattique,  London 


m 


FOR    ANTIQUE    FIREPLACES    AND  FURNITURE 


the  twelfth 

ART  &  ANTIQUE 
DEALERS'  FAIR 


AT  THE 
PRINSENHOF  MUSEUM 


DELFT  -  HOLLAND 

AUGUST  24  th  -  SEPTEMBER  14  th 

1960 


Write  for  free  brochure  •  Haagweg  92,  Leiden 


GALERIE  G.  CRAMER 

38  Javastraat  THE  HAGUE  Holland 

publishes  a  new  36-page  booklet  with  41  reproductions 
and  2  colour-plates  on  Old  masters,  Renaissance 
Bronzes,  English  and  French  18th-century 
Colour-prints  and  Portrait  Miniatures 

Available  upon  request 


Just  published  Volume  XIV  1958/59 

ART-PRICE  ANNUAL 

Listing  prices  of  paintings,  drawings,  watercolours,  engrav- 
ings, miniatures,  furniture  and  other  works  oj  art  sold  at 
art  sales  in  thirteen  countries,  with  lists  of  art  sales,  auction- 
eers, famous  collections.  Over  10,000  prices  are  listed  and  there 
are  more  than  500  photographs.  Hvo,  cloth.  Price:  10. 

(Volumes  IV  to  XIII  covering  1948-58,  are 
also  available  at  £2.  10  each.) 

INDISPENSABLE  TO  MUSEUMS,  ART  GALLERIES, 
ART  DEALERS,  ART  COLLECTORS 


DIE  WELTKUNST 

A  fortnightly  review  of  art  sales  in  various  parts 
of  the  world.  J~6.  8  per  annum,  including  postage. 

published  by    Kunst  und  Techtiik  Verlag  Ltd. 

8  Lipoivskystr.,  Munich  25 

sale  agents       ALEC     TIRANTI  LTD. 

72  Charlotte  Street,  London,  W.\ 
(Mus  1 165) 

advertisement  J.  Arthur  Cook 
agmi  9  Lloyd  Square,  London,  IV.C.i 

(TERminus  6315) 


1 1 II  (  <  )NNi  > I S S I  i  iR.  September,  \t>6a 
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By  Appointment 
to  H.M.  Queen  Elizabeth 
The  Queen  Mother 


By  Appointment 
to  H.M.  Queen  Elizabeth  II 
Jewellers 


By  Appointment 
to  the  late  Queen  Alary 


LTD. 


138  REGENT  STREET,  LONDON,  IV. i 

AND  AT  LLANDUDNO 


TWO  SUPERB  EXAMPLES  OF  THE  WORK  OF 
JOHANN  CHRISTIAN  NEUBER 


An  attractive  gold-mounted  Carnet  de  Hal  composed  ol 
inlaid  semi-precious  stones  of  colour  and  set  with  a 
diamond  push-piece;  bearing  the  inscription  'Souvenir 
d'Auguste'  and  containing  a  sheaf  of  ivory  leave-  foi 
notes  and  a  gold  pencil. 


An  important  gold  Snuff  Box  inlaid  with  semi-precious 
stones  of  colour;  the  lid  set  with  a  fine  enamelled 
miniature  portrait  by  Petitot  of  Gustavus  Adolfus,  King 
of  Sweden. 


Both  pieces  Dresden,  circa  1760 


$ratt  Sc  Purged 

LIMITED 

Members  of  The  liritislt  Antique  Deaths  Association 

OLD  ENGLISH  FURNITURE 
CHIMNEY  PIECES 

A  rare  early  18th  century  English 
24-light  Brass  Chandelier. 
Height  5  ft.  II  in. 
Width  4  ft.  7  in. 

MELTON  COURT 
7  OLD  BROMPTON  ROAD 
LONDON,  S.W.7 

Telephone:  Kensington  8501 

{facing  Soiilh  Kensington  Station) 


MANN  &  FLEMING  (ANTIQUES)  LTD, 

Members  0/  The  British  Antique  Dealers'  Association  Ltd. 


ANTIQUES 
DECORATIONS 


Early  18th  Century 
Side  table  in  white  and  gold 
69  inches  long. 


120B  MOUNT  STREET,  LONDON,  W.l 

GROsvenor  2770 


I  HE  CONNOISSEUR,  September.  1960 
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OTtnifreb  MtUtams!  (antiques) 

Members  of  The  British  Antique  Healers'  Association  Ltd. 


WORCESTER 

An  important  pair  of  heart-shaped  Dishes,  painted  with  landscapes  and  river  scenes  in  colours;  groups  of  fruit  and  birds  in  flight  on 
the  outer  borders;  the  rims  in  blue  and  gold.  Length  uj  inches.  Blue  crescent  marks.  Circa  1775.  Brilliant  quality  and  condition. 

Colour  transparencies  on  request 

38    SOUTH    STREET,    EASTBOURNE,  SUSSEX 

Telephone:  EASTBOURNE  780  Cables:  ANTIQUITY,  Eastbourne 
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Established  1910 


SYDNEY  L.  MOSS 

81   DAVIES  STREET,  LONDON,  W.I 

MAYfair  4670 


A  Chinese  dark  grey  sunbaked  clay  figure  of  a 
standing  woman,  unglazed  and  with  traces  of 
original  pigment.  Wei  dynasty  A.D.  386-557. 
Height  124  inches.  The  rare  feature  is  that  the 
hands  are  shown  rather  than  being  hidden  in 
the  folds  of  the  dress. 


Parke-Bernet 
Galleries  •  i 


AMERICA'S  LEADING 
AUCTION  FIRM  FOR 


The  Parke-Bernet  Building,  76th  to  77th  Street  on  Madison 
tii  niic,  itirh  jour  floors  devoted  to  its  activities. 


X  largr  staff"  of  specialists,  luxurious  exhibition 
rooms,  authoritative,  finely  printed  catalogues, 
and  a  following  of  important  and  wealthy  collee- 
lors  I  li  rou  gho  ii  I  tin-  world  lia\c  established  the 
Parke-Bernet  Galleries  as  the  leading  firm 
of  its  kind  in  the  United  States  for  antique  furni- 
ture, tapestries,  rugs,  silver,  porcelains,  paint- 
ings, sculptures,  rare  books,  manuscripts,  jewelry 
and  other  personal  property  at  auction.  Among 
the  most  important  collections  sold  at  Parke- 
Bernet  during  the  past  several  seasons  were  the 
Mrs.  John  E.  Rovensky,  Georges  Lurcy,  Thehna 
Chrysler  Foy,  Arnold  Kirkeby  ( Paintings), 
Gourgaud  et  al  (Paintings),  Lillian  S.  Timken 
(Jewelry),  Museum  of  Modern  Art  Benefit, 
Walter  P.  Chrysler,  Jr.  (English  Furniture) 
totalling  an  aggregate  of  nearly  $12,000,000. 
If  You  Are  a  Potential  Bidder:  our  monthly 
Bulletin  will  be  airmailed  without  charge. 
If  You  Contemplate  Selling:  rates  and  other 
pertinent  information  available  tbrough  corres- 
pondence. Address 

Leslie  A.  Hyam,  President 
Louis  J.  Marion,  Executive  Vice-President 
Mary  Vandegrift,  Anthony  N.  Bade 

Vice-  Presidents 
Max  Bartholet,  Secretary  and  Treasurer 

PARKE-BERNET  GALLERIES,  Inc. 
980  Madison  Avenue,  New  York  21 


LAING 


Old  Masters 
Krieghoff  and  the  Early  Canadians 
Contemporary  Canadian 

British  and  French  Paintings 
Modern  Sculpture 

© 

Galleries:  194  Bloor  St.  W.,  Toronto 


Smith  &  Watson 

20  EAST  55th  ST.,  NEW  YORK  22      PLAZA  3-U62 

MAKERS  OF  FINE  FURNITURE 


CHIPPENDALE  MAHOGANY  HEADBOARD 

derived  from  an  original  Four  Poster  Bed 

BROCHURE  ON  REQUEST 


Mil.  CONNOISSEUR,- September,  i960 


NEWHOUSE  GALLERIES 

ESTABLISHED  1878 


Le  Decintrement  d'une  des  Arches  du  Pont  dr  Meuilly 
by 

HUBERT  ROBERT 

1 733-1808 

Size  2H  x  '5<{J  inches 


FINE  PAINTINGS 


1 5  East  57th  Street 


PLAZA  5-4980 


New  York,  N.Y. 


An  outstanding  Queen  Anne 
bureau-bookcase  of  medium 
size  and  excellent  propor- 
tions, in  untouched  condition 
with  original  finish,  beveled 
mirror  plates,  and  hand- 
engraved  brasses;  soft  nut- 
brown  color.  England,  circa 
1710.  Extreme  height  82", 
extreme  width  39". 


Wakefield  -Scearce  Galleries 

Old  Science  Hill  Chapel  Shelbyville,  Kentucky 


DIRECT  IMPORTERS 


it  the  main  rottd  (V.S.  60)  between  Louisville  and  Lexington 


KHMER-LOBPURI  STONE 
SCULPTURE 

1  hh  to  15th  Century 
36^"  high 


cfan  <5asf 


Stone  -  Bronze 
Ceramics 


SHANG  -  CHOU  -  TANG 
KHMER  -  LOBPURI 
SUKOTHAI 
KHAJURAHO  -  NALANDA 


WILLIAM  H.  WOLFF,  Inc. 

Far  Eastern  Gallery 
843 A  Madison  Avenue       New  York  21,  N.  Y. 
YUkon  8-7111  Cable  Address:  Renwolff 


A  unique  set  of  Chinese  art  reproductions 

THREE  HUNDRED 
MASTERPIECES  OF 
CHINESE  PAINTING 
IN  THE  PALACE  MUSEUM 

by 

THE  NATIONAL  PALACE  MUSEUM 
TAIWAN,  CHINA 

Editor-in-Chief:  Dr.  WANG  SHIH-CHIEH 

PRICE:  U.S.  $166.68  (including  import  duty) 

U.S.  Agent: 
Rayma  Corporation 
330  Fifth  Ave.,  N.Y.  1,  N.Y. 

Tel.  Lackawanna  4-7417 


General  Agent : 
Cafa  Company  Ltd. 
20  Kimberley  Rd.,  7th  Fl. 
Kowloon,  Hongkong 


LORENZO  LOTTO,  [480  [556 
PORTRAIT  OF  A  LADY  AS  ST.  URSULA 
Canvas  42  x  34  inches 
Exhibited:  The  Toledo  Museum  of  An.  Four  ('.anuria  oj  Venetian  Painting.  March  1940 
Published:  "L'Artc",  Vol.  IV  1926,  by  A.  venti  hi 

CENTRAL  PICTURE  GALLERIES 

624  MADISON  AVENUE,  NEW  YORK  22  ELDORADO  5-6564 


DUVEEN 


PAINTING 


Masterpieces  of 

SCULPTURE 


PORCELAIN 


FURNITURE 


GOTHIC 


RENAISSANC) 


TAPESTRIES 


FIGHTEENTH  CENTURY 


DUVEEN  BROTHERS  Inc. 

18  EAST  79  STREET 

21,  N.Y. 
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TWO  FIRST-RATE 

ieu7/  in  teres  I  you: 

MUSEUMS  and 
GALLERIES 

in  GREAT  BRITAIN 

2/6 

REVISED  i960  EDITION 
JUST  OFF  PRESS 

800  COLLECTIONS,  150  ILLUSTRATIONS 
and  Detailed  Subject  Index  for  easy  reference. 
Hours  of  opening,  local  transport  information, 
and  admission  charges. 

Including  packing  ami  postage  3/3 


PUBLICATIONS 

HISTORIC  HOUSES 
and  CASTLES 

in  GT.  BRITAIN  and  NORTHERN  IRELAND 

3/6 

REVISED  i960  EDITION 

The  indispensable  guide  to  the  500  HOUSES, 
CASTLES  and  GARDENS  open  to  the  public.  200 
ILLUSTRATIONS,  Opening  times,  Admission 
charges,  Catering  facilities,  Road  approaches  and 
TWO- PAGE  MAP. 

Including  packing  and  postage  4/3 


ON  SALE  AT  LEADING  BOOKSELLERS 

or  from  the  Publishers 

INDEX    PUBLISHERS  LIMITED 

69    VICTORIA    STREET,   LONDON,  S.W.i 
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In  this  pair  of  classic  examples 
of  the  furniture  of  Robert 
Adam,  the  influence  of  Michael 
Angelo  Pergolesi  can  be  no- 
ticed to  a  very  marked  degree. 
Pergolesi  was  one  of  the  foreign 
artists  who  was  either  intro- 
duced into  England  by  Adam 
or  was  content  to  seek  his 
patronage.  This  particular  art- 
ist was  invaluable  to  Adam, 
and  it  is  sometimes  thought 
that  the  really  characteristic 
Adam  detail  in  his  original 
drawings  in  the  Soane  Museum 
is  the  work  of  Pergolesi. 
Cipriani  was  an  artist  of  as- 
tounding ability.  Coming  to 
England  from  Rome  about 
1760,  he  was  one  of  twenty-two 
artists  who  signed  the  petition 
to  George  III  to  establish  the 
Royal  Academy.  Apart  from 
his  decorative  work  at  White- 
hall, Windsor  and  Buckingham 
Palaces,  Cipriani  painted  a 
considerable  number  of  the 
medallions  on  furniture  de- 
signed by  Adam. 
In  this  pair  of  tables  the 
ornamentation  is  typically 
Pergolesi  and  the  medallions, 
equally  as  characteristic  of 
Cipriani. 

This  pair  of  consoles  is  illus- 
trated in  H.  Cecinsky,  English 
Furniture  of  the  Eighteenth 
Century,  1911,  Vol.  Ill,  p.  35. 


409  Royal  Street  •  New  Orleans,  La. 


IP  air  of  rare  J~idam  carved  and 

Varcel-gilded  (Demilune  Gonsoles 
with  Vainted  Decoration  attributed 
to  Gipriani  and  Vergolesi 


I  All 


THE  BRITISH  ANTIQUE  DEALERS  ASSOCIATION 


THE  WORLD'S  BIGGEST  BUYERS 


Discerning  buyers  appreciate  the  many  advantages  of  dealing  with  members. 
A  booklet  price  <,/-  post  free  (Si  in  the  U.S.A.),  giving  the  names  and 
addresses  of  over  five  hundred  established  dealers  in  antiques  and  works  of 
art  who  are  members  of  the  Association  will  be  forwarded  on  application 

to  the  Secretary  at 


The  British  Antique  Dealers'  Association  Ltd. 

No.  20  RUTLAND  GATE,  LONDON,  S.W.7 

Telephone:  Kensington  4128  and  2102 


Till.  (  ONNOISSLUU,  September,  i<>(,o 
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R.  F.  LOCK 


Member  of  The  British  Antique  Dealers'  Association  Ltd. 

TWENTY-FIVE  SPECIALISTS 

BREAKFRONT  152   BROMPTON    ROAD,  LONDON,  S.W.3  in 

BOOKCASES  IN  STOCK  Telephone:  Kensington  3221  FINE  BOOKCASES 


A  mahogany  Hepplewhite  fitted  Secretaire  Breakfront  Bookcase  with 
finely  carved  astragal  doors  and  pear-drop  cornice.  7  feet  wide. 


BY  APPOINTMENT 
TO  H.R.H.  THE  DUKE  OF  EDINBURGH 
MEDALLISTS 


SPINK  &  SON  LTD. 


EST.  1772 


5,  6,  7  King  Street,  St.  James's,  London,  S.W.I 


Telephone:  WHITEHALL  5275  (5  lines) 


TRIBUTE  TO  THE  BRITISH  ANTIQUE  DEALER-  13 


This  fine  tcaset,  made  by  Philipp  Kusel  and  other  silversmiths  at  Augsburg,  circa  1695,  has  been  accpiired  by  the 
Museum  fiir  Kunst  und  Gewerbe,  Hamburg,  from  Messrs.  S.J.  Phillips  of  113,  New  Bond  Street,  London,  W.I. 


l-ach  month  '  The  Connoisseur*  illustrates  an  important  work  oj  art  whit  h  a  British  antique 
dealer  has  sold  or  loaned  to  a  museum  or  public  institution  either  at  home  or  abroad. 


I.  Milton  was  originally  acquired  by  the  Fitzwilliam  family  in  1502.  This  north  front  is  known  to  be  Elizabethan  in  date. 


MILTON- 1 

Northamptonshire  Home  of  the  Earl  and  Countess  Fitzwilliam 

By  James  Lees-Milne 


OF  the  Fitzwilliam  family — as  of  few  other  families—  can 
one  state  with  little  exaggeration  that  its  origins  are  lost  in 
the  mists  of  antiquity.  If  those  mythical  Saxon  ancestors,  Kettel- 
born  and  Godric,  arc  somewhat  discounted  by  genealogists 
today,  at  least  Sir  William  Fitzwilliam,  a  natural  son  of  the 
Conqueror,  stands  a  good  claim  to  be  the  earliest  progenitor  of 
renown.  Sir  William  is  said  to  have  fought  at  Hastings,  and  to 
have  been  rewarded  bv  his  illustrious  father  for  gallantry  on  the 
field  by  the  gift  of  a  scarf.  The  scarf  is  still  one  of  the  family's 
most  treasured  possessions. 

Originally  from  Sprotborough  in  the  West  Riding,  the  Fitz- 
williams  acquired  Milton,  near  Peterborough,  by  purchase  in 
1502.  The  oldest  part  of  the  house  is  the  long,  low,  irregular 
north  front  (No.  1),  known  to  be  late  Elizabethan.  Even  so,  the 
two  great  oriels  on  the  west  side  of  the  porch  have  Gothic-headed 
lights,  which  at  first  sight  suggest  the  early  Tudor  period.  In  fact, 


they  arc  probably  the  only  contemporary  windows  to  survive, 
albeit  in  an  outmoded  style  at  the  date  of  their  construction. 
When  the  two-storeyed  porch  was  inserted,  presumably  111  the 
reign  of  James  i ,  the  remaining  windows  may  then  have  been 
given  the  square  heads,  which  we  see  today.  William  Fitzwilliam, 
who  was  created  Lord  Fitzwilliam  in  the  peerage  of  Ireland  111 
1620,  was  doubtless  the  author  of  these  changes. 

In  1716  the  first  Lord's  grandson,  another  William,  was 
advanced  to  an  Irish  earldom.  Considering  that  the  first  Earl's 
sister  became  the  second  wife  of  the  great  Sir  Christopher  Wren, 
it  is  a  little  surprising  that  111  [688  a  commission  to  build  the 
existing  stable  block  (No.  2)  was  given  to  William  Talman.  The 
very  next  year  Talman  was  made  Comptroller  of  the  King's 
Works  under  Wren.  I  Ic  immediately  proceeded  to  pick  a  violent 
quarrel  with  his  superior,  then  acting  as  Surveyor-General  at 
I  [ampton  Court.  The  stables  (No.  2),  which  adjoin  the  north 
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2.  William  Talman  was  commissioned  to  erect  this  stable  block  in  1688, 
the  actual  building  being  carried  out  by  John  Sturges,  a  local  surveyor. 


wing  of  the  house  at  right-angles,  bear  less  relation  to  Talmail's 
known  architecture,  than  to  that  of  Sir  Christopher.  The  block, 
with  its  mullioned  windows,  wide  pediment,  wooden  cornice, 
and  engaging  clock  cupola,  would  suggest  the  hand  of  the 
architect  of  Chelsea  Hospital,  were  it  not  that  documents  dis- 
prove it  (John  Sturges,  a  local  surveyor,  apparently  carried  out  the 
actual  building  for  Talman).  'Life  is  a  bubble',  and  'Delay  brings 
danger'  are  translations  of  the  Latin  mottoes  with  which  the 
disagreeable,  and  insecure,  Talman  thought  fit  to  embellish  the 
clock  face.  In  1720  further  stable  buildings  were  added  at  the 
rear. 

In  1  744  the  3rd  Earl,  by  his  marriage  to  a  great  heiress,  was  the 
cause  of  Milton's  most  noteworthy  transformation.  Lady  Anne 
Watson-Wentworth  was  the  sister  of  the  2nd  Marquess  of 
Rockingham,  sometime  Prime  Minister  of  England.  Inspired  by 
the  prospects  of  a  great  inheritance,  the  3rd  Earl  instantly  set 
about  (rather  prematurely,  as  it  turned  out,  because  his  brother- 
in-law  outlived  him)  to  bring  the  old  house  up  to  date.  He 
employed  Henry  Flitcroft,  a  protege  of  Lord  Burlington,  to 
build  the  immense  south  front  (Nos.  3  and  4),  with  its  canted  end 
bays,  and  Venetian  windows  on  the  piano  nohilc.  The  work  was 
completed  in  1750.  To  his  credit  the  Earl  insisted,  against  his 
architect's  wishes,  upon  retaining  the  Elizabethan  north  front. 
Flitcroft's  employment  was  the  cause  of  considerable  jealousy  in 
the  architectural  profession.  We  find  Matthew  Brettingham,  a 
disappointed  candidate  for  the  job,  writing  with  ill-disguised 
asperity  to  Lord  Fitzwilliam's  agent,  after  his  inspection  of  the 
new  work.  'It  is  lucky',  he  jeers,  'the  walls  are  so  thick,  otherwise 
I  would  not  care  to  be  standing  near  when  the  scaffolding  is 
removed'. 

In  17S2  the  4th  Earl  succeeded,  through  his  mother,  to  the  vast 
Wentworth  Woodhouse  estates  in  Yorkshire.  Until  that  date 
Milton  had  been  the  principal  seat  of  the  Fitzwilliams.  In  [857 
it  was  bequeathed  to  a  younger  son,  from  whom  the  present, 
and  10th,  Earl  Fitzwilliam  is  descended.  Since  Wentworth 
Woodhouse  is  now  let  on  a  long  lease,  many  of  its  contents 
have  been  reassembled  at  Milton.  As  a  result,  the  combined  works 
of  art  of  the  two  houses  amount  to  a  collection  of  great  variety 
and  very  considerable  importance. 

Although  reluctantly  obliged  to  respect  the  north  front, 
flitcroft  reconstructed  and   redecorated   most  of  the  rooms 


behind  it.  The  Jacobean  porc  h  leads  straight  into  the  North  Hall 
(Nos.  5  and  6),  formerly  no  doubt  the  great  hall,  which  occupies 
two  storeys.  Both  panelled  walls  and  coved  ceiling  have  recently 
been  repainted  an  'azalea  pink'  (as  this  colour  was  described  in  an 
eighteenth-century  inventory)  and  the  plaster  relief  work  the 
palest  French  grey.  The  original  colour  scheme,  discovered  under 
numerous  coats  of  paint  by  Lady  Fitzwilliam,  has  thus  been 
repeated.  The  William  Kent  side-tables,  their  tops  of  anthracite 
black  and  yellow-veined  marble,  are  painted  in  the  same  shade 
of  azalea.  At  one  end  of  the  room  Van  Dyck's  full-length  figure  of 
Lord  Protector  Thomas  Wentworth,  1st  Earl  of  Strafford,  is  seen 
patting  his  dog,  while  frowning  down  upon  the  visitor.  Below 
him,  on  an  easel,  is  a  small  portrait  of  James  1  as  a  boy.  This 
romantic  little  picture  was  given  to  Sir  William  Fitzwilliam, 
Governor  of  Fothcringay  Castle,  in  gratitude  for  kind  treatment, 
by  Mary  Queen  of  Scots  on  the  morning  of  her  execution.  Until 
that  occasion  it  was  described  as  'hanging  at  her  Bed's  head'. 
Other  full-length  portraits  are  of  Thomas,  2nd  Earl  of  Strafford, 
and  his  countess,  Lady  Henrietta  Maria  Stanley.  The  chimney- 
piece  is  unusual  in  having,  in  place  of  a  picture,  a  large  framed 
map  of  Europe,  and  a  wind-dial. 

The  remaining  north  rooms  on  the  ground  floor  are  the  green 
Smoking  Room  (formerly  the  dining  room),  and  the  Old  Study. 
The  first  has  a  ceiling  in  palest  apricot  and  white,  whereas  the 
curtains  are  of  rose  chintz.  Over  the  fireplace  is  a  view  of  Went- 
worth Woodhouse  by  Richard  Wilson  (this  will  be  the  subject  of 
the  cover  of  the  1961  Connoisseur  Year  Booh).  The  famous 
Whistle  jacket  in  his  match  against  Brutus  by  Sartorius,  and  the 
portrait  of  a  woman  reputedly  by  Holbein  hang  in  this  room. 
In  the  second  room  are  seventeenth-century  family  portraits, 
and  a  small,  important  mahogany  writing-table  (No.  7)  in  the 
pre-Director  style,  associated  with  Kent.  The  frieze  has  a  Greek 
key-pattern;  the  canted  angles  are  supported  by  carved  trusses, 
and  the  drawers  have  rich,  gilt-bronze  handles. 

Flitcroft's  Pillared  Hall  (Nos.  8  and  9)  faces  south.  This  low- 
ceihnged  room  supports  with  its  two  screens  of  columns  the 
great  ballroom  of  the  piano  nohilc  above.  It  is  now  used  as  the 
main  drawing-room.  It  contains  no  less  than  eight  superb  views 
of  Venice  by  Canaletto  (No.  10),  and  two  Paninis  of  the  interiors 
of  St.  Peter's  and  St.  Paul's  in  Rome.  Its  furniture  includes  a 
sumptuous  carved  and  gilt  marble-topped  table  by  Kent,  two 
eighteenth-century  lacquer  cabinets  on  Charles  II  gilt  stands,  and 
eight  high-backed  Queen  Anne  chairs  in  lacquer,  with  splats  in  a 
curiously  pronounced  curve. 

The  Staircase  Hall  (No.  11)  and  the  stairwell  have  been 
painted  the  same  azalea  pink  as  the  north  hall  adjoining.  Here  are 
found  part  of  a  splendid  suite  of  Queen  Anne  gilt  gesso  chairs, 
with  woven  scenes  on  seats  and  backs,  made  for  an  ancestor  of 
Lady  Fitzwilliam,  a  scagliola-topped  carved  and  gilt  table,  and 
two  fine  Chippendale  looking-glasses.  Facing  the  staircase  are 
an  exquisite  pair  of  small  silver-gilt  wall  sconces  (No.  12)  of  the 
William  and  Mary  period.  The  Garter  ribbon  under  the  royal 
crown,  and  over  the  motto  fe  Maintiendrai,  encloses  a  cypher 
upon  a  background  of  red  velvet.  A  doorway  opposite  that  of 
the  north  hall  leads  to  Lord  Fitzwilliam's  Study,  which  is  chiefly 
notable  for  several  works  by  Sir  Joshua  Reynolds,  including 
'Puck',  a  girlhood  portrait  of  Lady  Charlotte  Fitzwilliam,  and  the 
bluff,  pot-bellied  Admiral  and  1st  Viscount  Keppel  (No.  13),  who 
was  Commander-in-Chief  of  the  Fleet,  and  unjustly  court- 
martialled  for  misconduct  111  the  operations  off  Brest  in  1779. 
Landscapes  by  Claude  and  Ruysdael,  and  a  Van  Dyck  of  Lady 
Henrietta  Maria  Stanley,  as  a  child,  complete  the  remarkable 
series  of  paintings. 
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3.  &  4-  (above  and  below).  Under  the  direction  of  the  3rd  Earl  Fitzwilliam,  the  imposing  south  front  was  built  by  Henry  Flitrroft.  The  work  was 
completed  in  1750. 


5.  &  6.  (left  and  right  above).  The  North  Hall,  looking  east  and  west  respectively,  occupying  two  storeys.  Walls  and  coved  ceiling  have  recently,  under 
Lady  Fitzwilliam's  direction,  been  repainted  an  'azalea  pink'  (so  described  in  an  eighteenth-century  inventory).  The  plaster  relief  work  is  painted  in  a 
pale  French  grey. 


The  present  Breakfast  Room  (see  frontispiece)  has  been  re- 
decorated by  Lady  Fitzwilliam  in  a  bold  and  highly  successful 
manner.  As  the  coloured  illustration  shows,  the  walls  are  hung 
with  corded  silk  of  brilliant  spinach  green,  fixed  at  the  borders 
with  gilt  metal  strips.  The  cornice  is  picked  out  in  gold.  Opposite 
the  windows  stand  a  pair  of  Irish  Chippendale  mahogany  console 
tables,  each  on  a  single  cabriole  leg,  with  a  mask  on  the  knee,  and 
a  paw  foot.  The  pictures  include  a  Zoffany  of  Lady  Charlotte 
Ponsonby,  who  became  the  first  wife  of  the  4th  Earl  Fitzwilliam 
(she  appears  as  a  young  woman  in  a  grey  riding-habit,  seated 
against  a  burnt  tree  trunk,  in  the  company  of  two  lap-dogs);  her 
father,  William,  2nd  Earl  of  Bcssborough,  in  profile,  and  seated, 
by  f.  S.  Copley,  the  New  England  painter;  and  Charles  William, 
Viscount  Milton,  her  son  (later  sth  Earl  Fitzwilliam)  by 
).  I  loppner. 

The  second  coloured  illustration  (see  frontispiece)  to  this 
article  is  of  the  Wentworth  Bedroom.  The  sober  chimneypicce, 
with  broken  pediment,  and  the  simple  cornice  date  from  Flit- 
croft's  extensive  alterations  to  the  house  in  the  second  George's 
reign.  The  rich  flock  paper  is  modern.  It  was  chosen  to  match  the 
old  silk  hangings  of  the  bed.  The  prevailing  deep  smoky  blue  of 
this  room  is  moderated  by  the  seventeenth-century  Deccan 
carpet,  with  its  deep  red  ground,  and  yellow  foliage.  The 
portrait  over  the  fireplace  is  of  Lady  Henrietta  Maria  Stanley. 


7.  (above).  In  the  Old  Study  stands  this  small  mahogany  writing-table  in 
the  pre-Director  style,  associated  with  Kent. 


8.  &  9.  (facing  page).  Facing  South:  Flitcroft's  Pillared  Hall,  now  the  main 
drawing-room  at  Milton.  In  addition  to  some  rare  furniture,  in  this  room 
hang  eight  superb  views  of  Venice  by  Canaletto. 
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10.  (above).  One  of  the  eight  views  of  Venice  by  Canaletto  in  the  Pillared  Hall. 


II.  The  Staircase  Hall.  This  has  been 
painted  in  the  same  'azalea  pink'  as 
the  north  hall  adjoining.  Here  stands 
part  of  a  fine  suite  of  Queen  Anne 
gilt  gesso  chairs.  Above  the  gilt  table 
hangs  a  painting  (30  37  in.)  by 
Gerard  van  Honthorst:  Charlotte  de  lit 
Tremouille,  and  Emilia  de  Salines  wife 
of  Frederick  Henry  Prime  of  Orange. 
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Costume  in  Castile 


By  J.  L  Nevinson 

ABOUT  a  mile  to  the  west  of  Burgos  the  kings  of  Castile 
had  a  hunting  lodge  called  Las  Huelgas  by  the  side  of  the 
little  river  Axlanzon.  The  word  'huelga'  means  leisure,  and  m 
modern  Spanish  is  used  for  an  industrial  strike,  so  that  the  plural 
is  quite  untranslatable  into  English,  although  one  can  give  its 
general  sense  as  'Mon  Repos  . 

In  the  tw  elfth  century  the  chief  town  of  the  kingdom  had  been 
Toledo,  won  from  the  Moors  in  1O1S5  and  twice  after  that  sub- 
jected to  a  siege.  In  Toledo  were  buried  Alfonso  VII  and  his  son 
Sancho  III  who  inherited  Castile.  But  111  the  next  generation 
Alfonso  VIII,  finally  victorious  111  the  decisive  battle  of  Las 
Navas  de  Tolosa  (1212),  took  more  interest  in  the  north,  the  road 
to  France  by  which  had  come  his  Queen,  Eleanor  of  Aquitaine, 
daughter  of  Llenry  II  King  of  England.  Already  in  1  1S7,  since 
the  king's  sins  were  many  and  the  queen's  piety  great,  the  royal 
pair  had  founded  the  Cistercian  nunnery  at  Las  Huelgas  on  the 
site  of  their  country  palace,  if  ever  it  was  a  palace.  There  in  due 
course  they  were  buried,  together  with  their  children,  and  after 
them  many  of  their  collateral  descendants. 

But  Las  Huelgas  was  no  ordinary  nunnery,  whatever  the  rule 
of  St.  Bernard  of  Citeaux  may  have  required.  The  abbess  was 
usually  a  princess;  she  had  secular  powers  and  was  outside  the 
jurisdiction  of  any  bishop;  moreover,  the  abbey  was  well 
endowed  and  became  a  little  town  in  itself,  giving  rise  to  the 
saying  that  if  His  Holiness  the  Pope  would  take  a  wife,  then  surely 
he  would  choose  the  well-dowered  abbess  of  Las  Huelgas.  So 
the  abbey  remained  for  many  years  the  privileged  retreat  of  the 
royal  ladies,  while  the  men  were  campaigning  against  the  Moors 
in  the  south.  It  was  probably  the  royal  nursery  as  well,  for  though 
the  infantes  and  infantas  arc  not  recorded  to  have  lived  there,  the 
number  of  children's  tombs  in  those  days  of  high  mortality  in- 
dicates that  they  died  and  were  buried  there. 

The  royal  tombs — there  are  thirty-eight  of  them — all  consist 
of  stone  sarcophagi  raised  from  the  ground.  Some  of  them, 
elaborately  panelled  and  carved  with  religious  scenes,  heraldry, 
or  badges,  rest  on  stone  lions,  whilst  others  are  quite  plain.  In 
the  disturbed  years  of  the  Napoleonic  wars  the  lids  were  prised 
off  and  the  valuable  contents  looted  from  all  but  one  of  the 
tombs;  but  pious  hands  replaced  the  bones  and  whatever  else 
remained.  Investigations  which  began  in  1942  showed  that  a 
great  deal  else  remained.  Inside  the  sarcophagi,  not  only  the 
wooden  coffins  covered  with  woven  palls  of  silk  and  linen  and 
studded  with  decorative  nails  were  almost  intact,  but  there  were 
robes,  shrouds  and  cushions  rejected  by  the  despoilers  and  preserved 
by  the  dry  air.  One  tomb,  of  which  more  w  ill  be  said,  had  escaped 
notice  because  it  was  set  back  in  a  corner.  This  was  now  opened 
for  the  first  time  and  from  it  and  the  others  all  the  textiles  and 
clothes  were  removed  and  the  bodies  reburied.  Under  the  direc- 
tion of  D.  Jose'  Luis  Monteverde  a  room  was  prepared  next  to 
the  chapter  house  of  the  Abbey  and  in  it  the  most  important 
finds  are  now  well  displayed. 

A  survey  of  the  textiles  has  been  published  by  D.  Manuel 
Gomez-Moreno  (7:7  panteon  real  de  las  Huelgas  de  Burgos,  1946), 
but  the  costumes  as  such  have  only  received  brief  notices  in  such 
books  as  Indumentaria  medieval  espaiiola  by  Carmen  Bernis 


Madrazo  ( 1 9 s 6) ,  and  in  the  elaborate  study  of  the  illuminated 
manuscripts  of  Las  Cdntioas  of  Alfonso  X  by  Dr.  Jose  Guerrero 
Lovillo,  to  which  there  w  ill  also  be  further  reference.  There  is  of 
course  much  else  to  see  at  Las  Huelgas,  such  as  the  romanesque 
cloister  and  the  chapel  of  the  Assumption  decorated  in  Moorish 
style.  This,  however,  is  not  the  occasion  to  describe  the  em- 
broidered tent-Hap  (Pcndon)  of  the  Moorish  chieftain,  the  trophy 
from  the  battle  of  Las  Navas  de  Tolosa,  1212,  and  carried  there- 
after each  year  to  Burgos  in  the  Corpus  Christi  procession,  or 
the  thirteenth-century  articulated  wooden  statue  of  St.  James 
of  Compostella  which  lowered  its  sword  to  confer  knighthood 
on  those  elected  to  the  Order  of  Santiago. 

A  brief  dynastic  note  is  perhaps  desirable  to  explain  that 
Alfonso  VIII's  daughter,  Berengucla,  married  his  cousin  Alfonso 
IX  of  Leon.  Alfonso  IX's  son  and  successor,  Ferdinand  III,  King 
of  Castile  and  Leon,  the  sainted  conqueror  of  Cordoba  and 
Seville,  married  Beatrice  of  Suabia.  To  them  we  owe  the  cathe- 
dral of  Burgos  and  the  introduction  of  Gothic  art  into  Spain. 
Blanche  of  Castile,  another  daughter  of  Alfonso  VIII,  was  the 
mother  of  St.  Louis  of  France,  the  builder  of  the  Sainte  Chapelle 
in  Paris,  and  so  the  portrait  of  the  Castilian  king  Ferdinand  III 
was  still  to  be  seen  in  Montfaucon's  time  111  one  of  the  famous 
stained  glass  windows  of  Chartres  cathedral.  Ferdinand  Ill's  son, 
Alfonso  X  (d.  12S4),  poet  and  philosopher,  known  as  Alfonso 
the  Wise,  made  his  court  at  Toledo,  but  his  contentious  children 
Sancho  IV  and  his  descendants,  together  with  Fernando  de  la 
Cerda  and  his  line  bring  us  back  to  Burgos.  Meanwhile  Alfonso 
X's  sister  Eleanor  married  Edward  I  King  of  England  who  set 
up  in  her  memory  the  line  of  Eleanor  crosses  from  Lincoln  to 
Charing  Cross,  and  another  sister  Bcrcnguela  was  abbess  of 
Las  Huelgas.  So  closely  were  the  dynasties  of  Europe  intermarried 
in  the  thirteenth  century  that  one  must  hesitate  before  asserting 
too  confidently  that  there  must  be  essential  differences  in 
national  dress. 

The  study  of  thirteenth-century  costume  in  Spain  is  helped  by 
and  can  be  illustrated  from  two  mam  sources.  First,  there  are  the 
architectural  and  monumental  sculptures  in  Castile  and  Leon 
which  become  more  realistic  as  romanesque  passes  into  gothic. 
Secondly  we  have  the  remarkable  group  of  illuminated  manu- 
scripts painted  for  Alfonso  the  Wise.  These  are  French  in  style  but 
depict  Spanish  people  and  places.  The  main  series  are  those  which, 
in  panels  of  six  scenes,  adorn  the  Cantigas,  hymns  in  praise  of  the 
Virgin,  composed  by  Alfonso  X  himself.  The  Cantigas  were 
edited  for  the  Royal  Spanish  Academy  by  the  Marques  de 
Valmar  in  [889,  but  the  study  of  the  miniatures  has  been  much 
advanced  by  Guerrero  Lovillo's  edition  of  the  Escorial  Codex 
(T.T.  i)  in  1949.  This  has  most  useful  notes  on  the  costumes, 
and  any  subsequent  mention  of  the  Cantigas  will  refer  to  this 
edition. 

The  basic  garments  for  men  of  the  upper  classes  were  the 
mantle,  pellote,  and  coat  (saya)  with  shirt,  breeches  and  hose  as 
undergarments.  For  women  we  have  the  mantle,  the  pellote, 
and  the  sleeved  gown  [brial  or  saya  encordada,  corresponding  to 
the  kirtle)  worn  over  a  shift.  The  men  wore  caps  and  the  women 
toques  of  various  types. 


1 1  > 


(Left  above).  Complete  pellote  of  Fernando  de  la  Cerda.  Note  the  grey  fur  lining  at  left. 
This  was  found  on  the  mummified  corpse  of  the  wearer  (see  No.  II)  under  his  coat.  (Right 
above).  Detail  of  the  back  and  shoulders  of  Fernando's  pellote.  The  whole  garment  is  in  a 
heavy  brocatelle  (circa  1275)  woven  with  the  shield  of  Leon  quartering  Castile.  (Right). 
Fernando's  cap  (gorro),  and  spurs.  The  former  is  of  stiffened  linen  decorated  in  squares  with 
lions  in  beadwork  embroidery  and  castles  in  gold  foil  against  a  red  coral  bead  ground.  (Below). 
Panel  of  figured  green  silk,  woven  with  the  device  of  a  castle  in  a  heart.  This  was  found  as  a 
loose  piece  in  the  tomb  of  Alfonso  VIII  (d.  1214),  husband  of  Eleanor  of  England,  and  may- 
have  been  part  of  his  robes. 


The  Spanish  name  pellote  has  been  kept  for  the  most  unusual 
of  these  garments,  since  the  use  of  words  like  supertunic  or  sur- 
coat  might  give  a  mistaken  impression,  and  the  first  to  be  illus- 
trated (No.  1)  is  of  red  sarcenet  woven  with  a  double  gold  stripe 
and  decorated  with  bands  of  gilt  leather.  This  is  a  boy's  garment 
(about  36  in.  long)  with  a  wide  rounded  neck  and  full  skirts. 
In  the  illustration  it  has  been  folded  at  the  waist,  but  it  should 
hang  out  from  the  hips  as  on  the  statue  of  the  king  on  the  west 
front  of  Burgos  Cathedral  (No.  2). 

Where  graves  have  been  disturbed  identifications  cannot 
always  be  absolutely  certain,  but  this  pellote  was  found  in  a 
coff  in  which  also  contained  the  trepanned  skull  of  a  boy  who  had 
not  survived  the  operation.  The  pellote  and  the  skull  are  almost 
certainly  those  of  the  boy  king  Enrique  I,  son  of  Alfonso  VIII, 
who  was  killed  some  said  by  a  tile  falling  from  a  roof  when  he 
and  his  friends  were  throwing  stones.  This  was  in  121 7,  only 
three  years  after  his  father's  death.  The  skirts  of  the  pellote  cut  in 
broad  pendents  (5  inches  long)  recall  those  of  a  curious  and  not 
easily  dated  figure  from  the  church  porch  of  San  Pantalcon  de 
Loza  in  the  province  of  Burgos  (No.  3).  Otherwise  these  flutter- 
ing slit  skirts  do  not  appear  until  the  late  fourteenth  century,  and 
then  in  Germany.  I  was  not  able  to  examine  the  fragments  of  the 
sleeved  coat,  and  the  linen  breeches  with  pleats  and  knots  which 
were  found  in  the  coffin  of  Enrique  I,  but  illustrate  instead 
(No.  4)  a  detail  of  the  soft  cowhide  belt  roughly  embroidered 
with  castles  and  fleurs-de-lys  from  the  sarcophagus  of  his  elder 
brother  the  Infante  Fernando.  The  latter  died  in  121 1  at  the  age 
of  twenty-two  while  Alfonso  VIII  was  still  alive.  The  metal 
buckle  and  tag  have  been  cut  off  by  the  tomb  robbers,  but  on 
the  hip  can  be  seen  the  leather  thongs  which  tied  up  the  hose. 
Fragments  of  the  linen  undergarment,  to  which  the  belt  belonged, 
and  of  the  hose  of  red  baize  were  found  with  the  belt.  A  frag- 
ment of  a  beautiful  green  brocaded  fabric  from  the  father's  grave 
is  illustrated  here  in  colour. 

In  the  tombs  of  these  two  princes  there  were  also  two  children's 
caps,  quilted  and  lined  with  linen.  One  was  covered  with  a  fine 
tapestry  woven  silk  with  a  striped  Moorish  design,  the  other 
(No.  5)  is  also  of  silk  woven  with  cauldron  devices  in  rows.  This 
cap,  though  it  would  have  been  a  good  defence  against  stone- 
throwing,  is  much  too  small  for  Enrique  I's  skull,  and  Gomez- 
Moreno  suggests  that  the  device  may  refer  to  Maria  Guillen  dc 
Guzman,  by  whom  Alfonso  X  had  a  son  in  his  younger  days. 

The  main  features  of  women's  dress  can  be  seen  in  a  statue  in 
the  cloisters  of  Burgos  Cathedral  (No.  6)  which  is  usually  called 
that  of  Dona  Violante  of  Aragon,  first  wife  of  Alfonso  the  Wise, 
but  sometimes  that  of  his  mother  Beatrice  of  Suabia.  The  full- 
length  mantle  is  fastened  at  the  neck  with  cords,  which  are  held 
in  one  hand,  a  typical  gesture  to  be  noticed  both  in  the  founders' 
statues  in  the  choir  of  Naumburg  Cathedral  111  Germany 
(illustrations  in  W.  Pinder  s  monograph  published  in  1935)  and 
also  in  the  effigy  of  Eleanor  of  Castile  in  Westminster  Abbey. 
The  next  garment  is  the  pellote  shaped  very  much  as  a  man's. 
An  example  from  the  tomb  of  Leonora  of  Aragon,  daughter  of 
Alfonso  VIII  (she  died  111  1244),  is  illustrated  by  Gomez-Moreno 
(Pi.  \xxii).  Through  the  side-openings  of  the  pellote  may  be  seen 
not  only  the  tight-fitting  inner  gown  (the  brial)  but  also  the 
lacing  which  ensured  the  tight  fit.  Very  little  has  hitherto  been 
known  about  these  thirteenth-century  gowns,  which  are  mainly 
hidden  by  other  garments,  but  we  now  know  that  they  had  full 
skirts  with  broad  gores  at  each  side,  and  the  detail  (No.  7)  is 
worth  illustrating  to  show  how,  before  the  age  of  buttons  and 
hooks,  the  silk  tapes  were  laced  diagonally  through  vertical 
side-cords.  This  discovery  has  given  the  clue  to  the  garment 
worn  by  a  devil  in  woman's  guise  in  the  twelfth-century  psalter 


(B.M.Cotton,  Nero  C.  IV. f.  18,  sec  Alison  Settle,  English  Fashion. 
1948.  p.  12).  This  devil's  garment  is  not,  as  sometimes  has  been 
said,  a  corset  but  a  gown  or  kirtle,  and  it  is  laced,  as  are  the 
Spanish  brials,  not  at  the  back  but  on  the  left  side. 

However  it  is  the  headdress  which  marks  the  statue  of  Dona 
Violante  (No.  6)  as  Spanish.  She  wears  the  high  cylindrical 
toque  (touca)  made  of  linen  and  parchment,  about  which  yards 
and  yards  of  pleated  and  gauffered  fabrics  were  wound.  A  special 
study  of  these  turban-headdresses  was  published  by  Ruth  M. 
Anderson  in  Notes  Hispanic  (1942,  p.  51).  Pleating,  or  niching, 
had  appeared  in  Spanish  headveils  under  the  round  caps  in  the 
late  eleventh-century.  There  are  examples  in  sculpture  at  San 
Domingo  de  Silos,  and  an  English  ivory  Adoration  of  the  Magi 
in  the  Victoria  and  Albert  Museum  has  been  quoted  as  a  parallel. 
The  next  development,  a  stiff  circular  cap  foundation  secured  by 
a  broad  band  about  the  forehead  and  another  at  right  angles 
under  the  chin  to  keep  it  in  place,  is  widespread  in  Europe.  As 
worn  by  the  queens  Uta  and  Regclindis  at  Naumburg  it  seems 
to  be  the  foundation  of  a  coronet.  In  England  St.  Mary  Magdalene 
on  the  west  front  of  Wells  Cathedral  has  such  a  toque,  but  in 
France  there  are  generally  traces  of  wide  vertical  fluting.  One 
may  have  doubts  about  the  re-cutting  of  the  statue  of  Bathsheba 
(c.  1240)  in  the  north  porch  of  Chartres  Cathedral,  but  the 
queen  on  the  tympanum  of  the  west  portal  at  Chartres,  repeated 
at  Bourges  on  the  central  west  portal  (c.  1270),  wears  one  of 
these  toques  (and  nothing  else)  as  she  rises  from  her  tomb  on  the 
Day  of  Judgment.  Corbel  heads  in  the  Pol  Nevcux  Collection 
(Paul  Vitry,  Gotliic  Sculpture  in  France,  1929.  Pis.  46,  80B)  may 
be  paralleled  in  Spain,  with  the  distinction  that  the  Spanish 
toques  arc  gauffered  (No.  8). 

At  Las  Huelgas  in  the  coffins  of  Eleanor  of  England  (d.  1214), 
Lconor  of  Aragon  (d.  1244),  and  another  adult  lady  not  certainly 
identified  there  were  fragments  of  a  white  gauze  (cendal)  resembl- 
ing muslin,  in  strips  of  up  to  20  feet  long  and  4 1  to  6  inches  wide 
and  all  with  frilled  edges.  Some  are  plain,  others  (No.  9)  are 
woven  with  narrow  bands  of  coloured  silk  (red  and  blue),  and 
their  edges  have  woven  silk  bands  giving  a  satin  effect.  These 
were  folded  lengthways  so  that  both  hems  showed,  one  above 
the  other,  and  then  wound  about  the  cap  and  head. 

The  weaving  of  this  fine  material  presented  technical  problems, 
and  it  is  usual  to  suggest  the  Moors  as  weavers.  One  must  reject 
the  story  in  Cantiga  XVII  of  how  the  Moorish-looking  lady  of 
Segovia  carried  her  moribund,  perhaps  frozen,  silk  worms  to 
the  Virgin's  statue  to  be  blessed,  and  how  she  promised  to  give  a 
toque  to  the  Virgin.  Then,  forgetful  of  her  vow  on  her  return 
home,  she  is  pictured  finding  the  silk-worms  hard  at  work  on 
their  own,  weaving  a  long  narrow  strip.  In  Cantiga  CIV  there 
is  another  use  for  the  toque.  We  see  the  deserted  mistress  who 
has  unwrapped  the  end  of  hers  to  carry  away  the  piece  of  the 
consecrated  host,  so  that  she  may  practice  sorcery.  But  it  is  of  no 
avail  because  the  host  dripped  blood  and  betrayed  her.  There  are 
effigies  of  ladies  at  Villasirga  (Palencia)  and  Najera,  which  I  have 
not  seen,  but  in  which  almost  the  entire  face  is  covered  by  the 
gauffered  strips  forming  a  harhe.  Even  quite  poor  people  muffled 
up  their  faces  in  this  way,  as  is  proved  by  the  mourners  on  the 
tomb  of  Dona  Urraca  at  Vilena  near  Briesca  (No.  10). 

It  is  perhaps  worth  noting  that  pleated  and  gauffered  head- 
dresses were  not  an  English  fashion  until  about  1370.  Then  the 
horse-shoe  shaped  rolls  of  hair,  which  covered  the  ladies'  ears 
and  ran  right  over  the  crown  of  the  head,  arc  depicted  as  covered 
by  the  so-called  nebule'  headdress,  characterised  by  its  wavy  or 
zig-zag  lines.  A  female  weeper  on  a  tomb  at  Warwick,  1371 
(A.  Gardner,  Alabaster  tombs,  pi.  37),  and  the  brass  of  Joan  de 
Cobham,  c.  1370  at  Cobham,  Kent  (Druitt,  Costume  on  Brasses. 
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1.  Pellote  of  Enrique  I,  of  red 
silk  woven  with  a  double  gold 
stripe  and  decorated  with  bands  of 
gilt  leather. 

2.  Statue  of  a  king,  on  the  west 
front  of  Burgos  Cathedral. 

3.  A  figure  not  easily  dated  on 
the  church  porch  of  San 
Panialeon  de  Loza. 

4.  Detail  of  the  inner  waist-belt 
of  the  Infante  Fernando. 

5.  A  small  boy's  cap,  the  material 
woven  with  a  cauldron  device. 


6.  The  main  features  of  women's 
dress,  toque,  mantle,  pellote 

and  side-laced  gown  (brial)  can  be 
seen  in  this  statue  of  Dona  Violante 
of  Aragon  in  the  cloisters  of 
Burgos  Cathedral. 

7.  Part  of  a  gown,  a  detail  to  show 
side-lacing. 
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8.  Mid  thirteenth-century  corbel  head  at  Burgos 
Cathedral. 

9.  Detail  of  a  band  from  a  toque  in  silk  and  cotton. 

10.  Illustration  of  headdress:  a  mourner  from 
a  tomb  at  Vilena,  Burgos. 

p.  250)  illustrate  this  fashion,  which  must  have  relied  on  the  use  of 
long  gauffered  strips  of  thin  material  similar  to  those  found  at  Las 
Huelgas. 

We  now  come  to  the  clothes  from  the  tomb  of  Fernando  de  la 
Ccrda  (d.  1275)  a  younger  and  illegitimate  son  of  Alfonso  the 
Wise  who  married  a  daughter  of  St.  Louis  of  France.  Cerda 
means  a  sow  and  also  a  wart  with  a  tuft  of  bristles,  probably  a 
facial  blemish  which  gave  a  nickname  to  Fernando  and  his  line. 
The  wart  however  was  not  noticed  when  the  sarcophagus,  set 
back  in  a  recess,  was  opened  for  the  first  time  and  the  coffin  reveal- 
ed a  somewhat  gruesome  but  fully  clothed  mummy  (No.  11). 

The  eye  was  at  once  struck  by  the  high  cap  (see  colour  plate). 
This  is  a  cylindrical  birrete,  or  gorro,  7  inches  high,  flat-crowned, 
made  of  linen  stiffened  with  wood,  and  covered  with  squares  of 
embroidery;  lions  in  red  against  a  seed-pearl  ground  alternating 
with  blue  glass  beads  outlining  gold  castles,  formed  of  plates  of 
shining  foil  covered  with  mica  (which  is  still  transparent).  The 
crown  is  bound  with  a  beaten  gold  strip,  there  are  silk  tics  to 
fasten  under  the  chin,  and  the  cap  is  deeper  at  the  back  with  an 
additional  row  of  half-motives.  One  of  the  illustrations  to 
Cantiga  CXLII  (Guerrero,  pi.  157)  shows  Alfonso  himself  out 
fowling,  and  wearing  just  such  a  Castile  and  Leon  heraldic  cap, 
at  the  back  of  which  his  long  hair  hangs  down  to  his  shoulders. 
A  cap  of  the  same  sort  is  worn  by  the  wicked  knight  who  tempted 
a  nun  to  throw  off  her  habit  and  marry  him  (Cantiga  XCIV, 
pi.  104),  and  again  by  the  infante  who  prayed  for  the  return  of 
his  lost  hawk  and  miraculously  it  came  flying  down  to  him  as  he 
knelt  before  the  image  of  the  Virgin  (Cantiga  XLIV,  pi.  49). 
Another  of  these  caps  has  also  survived.  It  was  found  in  the  nine- 
teenth century  at  Villasirga  in  the  tomb  of  the  infante  Don 
Felipe,  a  brother  of  Alfonso  the  Wise,  and  is  now  in  the 
Nation;:!  Archaeological  Museum  at  Madrid  (Bolletin  IX  (1878) 


pp.  101-26).  A  sketch  of  its  castles  and  eagles  is  given  in 
Guerrero's  introduction  to  the  Cantigas  (p.  196). 

The  mantle,  pellote,  and  coat  (saya,  aljuha)  of  Alfonso  de  la 
Cerda  are  all  of  the  same  material,  a  rather  coarse  brocatelle  with 
a  woven  pattern  in  purple  and  yellow  silk,  rows  of  shields  with 
lions  and  castles  quarterly  for  Leon  and  Castile.  The  mantle 
(No.  13)  is  ample  and  reached  to  below  the  knees.  With  it  are  its 
cords  of  tablet-woven  braid  through  which  the  prince  would 
slip  his  hand  (see  Guerrero  p.  69  and  Gomez-Moreno,  pi.  CVIII). 
rhe  pellote  was,  surprisingly,  found  under  the  to.it.  though  it 
could  hardly  have  been  worn  in  this  way.  It  has  a  rounded  neck, 
the  sides  arc  deeply  hollowed  and  (see  colour  plate)  the  skirts  gain 
their  fullness  by  a  centre  gore  and  widths  of  material  added  to 
each  side.  In  the  illustration  (p.  1 1)  the  hem  has  been  turned  up  to 
show  the  lining  of  small  squares  of  grey  and  white  fur,  not 
identified  as  squirrel  or  ermine.  This  lining  lends  support  to  the 
theory  that  the  pellote  was  in  origin  a  garment  of  skin,  a  sort  of 
kilt  designed  for  warmth.  Although  very  roughly  stitched,  this 
pellote  has  been  well  tailored,  and  must  have  been  a  real  garment, 
since  there  would  have  been  no  point  in  adding  an  expensive  fur 
lining  to  a  set  of  grave  clothes.  There  is  an  excellent  illustration  of 
a  blue  pellote,  worn  over  a  red  gown  by  a  musician,  in  Cantiga 
CXXX  (No.  12,  right). 

The  best  preserved  of  the  garments  is  the  laced  coat  (saya) 
(No.  14),  48  inches  in  length,  worn  to  just  above  the  ankles.  The 
wide  neck  lias  a  rounded  opening  with  the  effect  of  a  low  collar; 
the  sleeves  are  set  in  with  rectangular  panels  on  the  shoulders  in  a 
sort  of  magyar  style.  Extra  fullness  is  gained  for  the  skirts  by  side 
gores,  but  the  upper  part  of  the  body  is  tight  and  was  adjusted  by 
lacing  in  green  silk  on  the  left  side,  from  hip  to  arm-pit.  The 
tight  sleeves  were  also  laced  along  the  fore-arm.  The  lining  which 
shows  in  the  front  opening  of  the  skirts  was  of  a  fine  red  silk. 
The  sword  (as  will  be  seen  in  No.  14)  was  supported  by  a  long 
belt  with  a  variety  of  bead-embroidered  motives  and  shields, 
and  a  most  elaborate  silver-gilt  buckle  and  chape.  This,  together 
with  the  heraldry  which  includes  the  three  leopards  of  England, 
has  been  the  subject  of  a  paper  read  by  Mrs.  F.  Collin  to  the 
Royal  Historical  Society  in  November,  1956,  and  has  been 
published  as  a  pamphlet  by  the  Heraldry  Society,  East  Knoyle, 
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II.  Fernando  de  la  Ccrda,  the  coffin  on  opening.  12.  Musicians,  one  with  saya  and 
other  with  a  petiole  over  his  saya.  13.  The  mantle  of  Fernando  de  la  Cerda.  14 
gown  (sayii)  and  sword  of  Fernando  de  la  Cerda. 
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Wiltshire.  There  are  many  illustrations  to  be  found  of  these 
side-laced  coats,  as  for  instance  on  the  portico  frieze  of  Leon 
Cathedral  (Lozoya,  Historia  del  Arte  Hispanico,  II  (1934)  fig.  [82) 
and  in  the  Cantigas  (e.g.  CXXX.  Guerrero,  pi.  144.);  although 
in  this  later  style  of  illustration  we  can  sec  the  use  of  buttons  was 
just  coming  in.  They  are  shown  on  the  coat  of  the  sculptor  who 
is  repairing  the  image  in  Cantiga  CXXXVI  (pi.  151). 

In  origin  the  close-fitting  coat  {tunica)  would  have  been  a  mili- 
tary garment  worn  either  by  itself  with  some  padding  or 
reinforcement,  or  else  under  mail,  just  as  Chaucer's  knight 
wore  his  gipoun.  Alfonso  de  la  Cerda's  garment,  however,  is 
unlined  and  worn  mainly  for  display. 

Remains  of  undergarments  were  also  found  beneath  the  coat— 
a  shirt  and  breeches  of  linen  with  a  leather  girdle  from  which 
hung  cords  for  the  hose  (Gomez-Moreno,  pi.  xxx  a.).  The  hose 
themselves  were  of  dark  wool  with  bands  of  leather  which  has 
perished,  as  have  also  the  leather  shoes. 

I  have  written  this  short  study  in  order  to  draw  the  attention  of 
the  cvcr-increasino;  number  of  writers  on  costume  to  the  fact 
that  a  large  and  unique  collection  of  thirteenth-century  dresses 
is  on  public  view  and  easily  accessible  at  Burgos,  a  beautiful 
town  on  the  main  road  and  rail  routes  into  central  Spain  from 
the  north.  The  collection  includes  very  early  examples  of  the 
mediaeval  surcoat,  familiar  to  us  111  England  from  so  many 
fourteenth-  and  fifteenth-century  monuments  and  brasses: 
gowns  for  both  sexes  laced,  as  we  did  not  know  before,  on  the 
left  side  (I  had  previously  regarded  the  costume  drawing  (Con- 
noisseur, April,  1955,  No.  [5)  as  a  fantasy  of  Melchior 
Lorichs) ;  and  in  addition  headdresses  and  caps  of  peculiar  Spanish 
styles.  It  is  to  be  hoped  that  some  Spanish  student  of  dress  will  be 
encouraged  to  measure  and  describe  every  garment,  however 
fragmentary,  at  Las  Huelgas,  and  make  sketches  of  how  it  is  cut. 
This  would  be  a  long  task,  but  the  resulting  publication  combined 
perhaps  with  coloured  plates  of  some  of  the  finest  fabrics  would 
be  a  substantial  and  lasting  contribution  to  our  knowledge  ot 
mediaeval  dress.  Finally  I  must  express  my  thanks  to  my 
English  and  Spanish  friends  who  have  encouraged  me  to  write 
this  article  and  especially  to  Senor  Gonzalo  Ojcda  to  whom  I  am 
indebted  for  most  of  the  photographs  here  reproduced. 


THE  exhibition  of  Spanish  Royal  Armour  at  the  Tower  of 
London  Armouries  (Open  until  the  25th  September.  Illustra- 
ted catalogue  price  2s.  6d.  net.)  is  the  fourth  important  loan  exhibi- 
tion to  be  held  there  since  the  war.  Though  very  much  smaller 
than  its  precursors  it  maintains  their  very  high  standard  and  the 
majority  of  objects  included  are  of  quite  outstanding  importance. 

As  might  be  expected,  the  most  important  single  loan  comes 
from  the  Real  Armaria,  Madrid.  This  has  been  limited  to  a  small 
group  of  objects  that  have  some  connection  with  England:  four 
armours  with  certain  of  their  pieces  of  exchange  made  for 
Spanish  kings — Philip  I,  the  Emperor  Charles  V  and  Philip  II— 
who  visited  England  and  who  were  also  Knights  of  the  Garter, 
and  the  remains  of  the  gift  of  guns  and  crossbows  from  James  I  of 
England  to  Philip  III  (see  next  article).  With  these  are  several 
pieces  of  armour  formerly  in  the  Real  Armeria  but  now  belong- 
ing to  various  English  private  and  public  collections,  including 
the  Tower  Armouries.  The  remainder  of  the  exhibition  comprises 
a  superb  series  of  mediaeval  swords  lent  variously  by  the  Dean  and 
Chapter  of  Toledo  Cathedral,  the  Institute  de  Valencia  deDon  Juan 
and  the  Museo  del  Ejercito,  Madrid,  a  seventeenth-century  armour 
from  the  Duke  of  Alba  and  Berwick,  and  a  few  portraits  and 
miscellaneous  objects  subsidiary  to  the  main  theme  of  the  exhibi- 
tion, drawn  from  various  sources  in  England. 

The  armours  from  the  Real  Armeria  are  familiar  to  students, 
though  they  are  not  normally  to  be  seen  under  such  favourable 
conditions.  The  earliest  is  the  elegant  little  suit  (No.  1)  now  un- 
fortunately lacking  its  tassets  and  legharness,  which  is  ascribed 
with  some  probability  to  Philip  I,  the  Handsome.  It  is  of  par- 
ticular interest  as  one  of  the  very  few  existing  armours  that  can 
be  attributed  to  a  Flemish  workshop,  on  the  evidence  of  the 
religious  inscriptions  in  old  Flemish  that  are  included  in  the  bands 
of  rather  scratchy  Italianate  etching  with  which  it  is  decorated. 
The  identity  of  the  armourer  whose  mark,  a  crowned  orb  and 
cross,  is  stamped  in  several  places  is  still  uncertain,  though  he  was 
doubtless  one  of  the  Brussels  armourers  known  to  have  been 
working  lor  the  Burgundian  Court  in  the  late  fifteenth  and  early 
sixteenth  centuries.  He  was  certainly  not  the  mysterious  Jaques 
Vois  of  Brussels  who  was  described  as  the  author  of  the  armour 
by  Martinez  in  the  1849  catalogue  of  the  Real  Armeria,  though  the 
attribution  has  persisted  and  is  not  absolutely  rejected  even  in  the 
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catalogue  of  the  exhibition  under  review.  The  only  known  record 
of  this  armourer  is  contained  in  an  inventory  of  the  Real  Armeria 
commenced  in  1594  and  continued  until  the  second  half  of  the 
seventeenth  century.  (See  G.  Macoir  in  Les  Chefs-d'Oeuvre  d 'Art 
Ancien  a  I 'Exposition  de  la  Toison  d'Or  a  Bruges:  edited  by  H. 
Kerven  de  Lettenhove,  Brussels,  1908,  p. 202.)  Vois  is  there 
mentioned  as  the  author  of  an  armour  made  for  the  Cardinal 
Infante  Ferdinand,  Governor  of  the  Low  Countries  from  1634 
until  his  death  in  1641,  which  Martinez  mistakenly  identified 
with  the  one  under  review.  The  absurdity  of  this  identification  is 
too  obvious  to  require  discussion  and  once  it  has  been  discarded 
the  Jaques  Vois  attribution  must  be  discarded  too;  though  there 
seems  to  be  no  reason  for  doubting  that  an  armourer  of  that  name 
actually  lived  a  century  or  more  after  the  Philip  I  suit  was  made. 

Only  one  of  the  many  armours  at  Madrid  belonging  to  the 
Emperor  Charles  V  has  been  included  in  the  exhibition:  a  figure 
(No.  2)  from  the  'K.D.'  garniture,  so  called  from  the  initial 
letters  of  Karolus  Dux  that  are  included  in  the  decoration.  This 
magnificent  harness,  made  shortly  before  Charles  succeeded  his 
grandfather  as  Emperor  in  1 5 19,  is  the  work  of  one  of  the  greatest 
of  all  armourers,  Colman  Helmschmied  of  Augsburg.  Though 
German  in  origin  it  has  certain  rather  Italian  features,  for  example 
the  construction  of  the  helmet,  suggesting  that  in  making  it 
Colman  was  influenced  by  fashions  current  at  the  Burgundian 
Court.  Despite  the  fact  that  its  condition  is  less  satisfactory  than 
that  of  most  of  the  other  pieces  from  the  Real  Armeria  it  is  un- 
doubtedly the  most  impressive  armour  in  the  exhibition. 

Philip  II,  as  the  Spanish  king  with  the  closest  connections  with 
England,  is  represented  by  portions  of  the  two  garnitures  which, 
it  has  been  suggested,  a  a  ompanied  him  when  he  came  to  England 
in  1554  to  marry  Queen  Mary  Tudor.  Known  respectively  as  the 
'Burgundy  Cross'  (No.  3)  and  'waves  and  clouds'  (de  ondas  6  de 
nubes)  garnitures  (Nos.  4  &  5)  because  of  their  decoration,  they 
are  among  the  finest  examples  of  the  armourer's  art  surviving 
from  the  middle  years  of  the  sixteenth  century.  Not  only  is  their 
workmanship  of  the  very  highest  quality  but  they  are  also  in 
splendid  condition,  with  their  etching  as  sharp  and  their  gilding 
as  bright  as  when  they  left  the  maker's  hands.  The  'Burgundy 
Cross'  garniture,  was  completed  in  April,  1551  and  the  other, 
which  includes  the  arms  of  Mary  Tudor  combined  with  Philip's 
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3.  Bard  and  armour  for  the  Freiturnier,  from  the  'Burgundy  Cross'  garniture  made  for 
Philip  II  as  Infante  by  Wolfgang  Grosschedel  of  Landshut  in  1551.  Real  Armeria,  Madrid. 


4.  Armour  for  the  Freiturnier  (lacking  its  skirt  and  tassets)  from  the  de  ondas  6 
de  nubes  garniture,  made  for  Philip  II  as  Infante  by  Wolfgang  Grosschedel  of 
Landshut  in  1554.  Real  Armeria. 

5.  Extra  pieces,  for  the  Italian  Joust  (Welschgestech),  from  the  de  ondas  6  de 
nubes  garniture.  Real  Armeria. 

6.  Armour  of  Don  Gaspar  de  Guzman,  Conde  Duque  de  Olivares:  the  armour 
shown  in  his  portrait  by  Velazquez  in  the  Prado.  Probably  Flemish,  c.  1630. 
In  the  collection  of  the  Duke  of  Alba  and  Berwick. 


on  the  chanfron,  in  1554,  the  year  of  the  English  marriage.  Both 
are  the  work  of  Wolfgang  Grosschedel  of  Landshut,  a  fact  that 
gives  them  an  additional  interest  to  English  students,  since  there 
can  be  little  doubt  that  he  was  identical  with  the  'Wolfe  Greche- 
dyll'  whose  name  occurs  in  a  list  of  Henry  VIII's  Almain 
armourers  at  Southwark  in  15 18. 

The  remaining  complete  armour  111  the  exhibition,  a  plain 
three-quarter  cuirassier  harness  of  c.  1630  (No.  6),  is  chiefly  of 
interest  because  of  its  historical  associations.  Now  owned  by  the 
Duke  of  Alba  and  Berwick  it  originally  belonged  to  Don  Gaspar 
de  Guzman,  Conde  Duque  de  Olivares  (oh.  1643)  who  is  shown 
wearing  it  in  his  famous  equestrian  portrait  by  Velazquez  in  the 
Prado. 

The  six  swords  in  the  exhibition  are  all  of  superlative  quality, 
but  pride  of  place  must  be  given  to  the  astonishingly  well- 
preserved  weapon  (No.  7)  found  in  the  tomb  of  King  Sancho  IV, 
<7  Bravo,  of  Castile  and  Leon  (reigned  12X4-05)  in  Toledo  Cathe- 
dral. Indeed,  this  is  probably  the  most  remarkable  object  in  the 
exhibition,  where  it  is  on  public  view  for  the  first  time  since 


its  discovery  111  [948.  It  is  of  simple  cruciform  shape  with  cross 
and  pommel  of  latten,  gilt  and  engraved  with  Cufic  lettering, 
and  grip  of  wood  inlaid  with  chequered  lozenges  and  circular 
plaques  painted  under  glass  with  the  quartered  arms  of  Castile 
and  Leon.  The  broad  straight  blade  is  unique  among  surviving 
specimens  of  this  date  in  retaining  its  original  mirror-like  burnish 
in  many  places,  though  elsewhere  it  is  deeply  corroded.  Of 
particular  interest  too  is  the  inscription  on  each  face,  which  is  the 
earliest  known  example — by  about  a  century  and  a  half — of  the 
use  of  etching.  The  perfectly  preserved  scabbard  is  of  wood 
covered  with  red  leather  and  shod  with  a  silver  chape.  It  i\ 
attached  by  two  black  leather  loops  to  a  belt  of  green  silk  webbing 
lined  with  black  leather  and  with  narrow  borders  embroidered 
in  red  and  two  silver  eyelets  for  the  tongue  of  the  missing  buckle. 
Exhibited  with  the  sword  are  Sancho's  spurs  which  were  also 
found  in  his  tomb. 

All  the  remaining  swords  in  the  exhibition  are  of  outstanding 
importance,  but  there  is  space  here  to  mention  only  two  of  them. 
One  is  the  early  fourteenth-century  sword  (No.  S)  of  an  unknown 
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7.  Sword  of  Sancho  IV,  el  Bravo,  of  Castile  and  Leon  (reigned  1284-95). 
Toledo  Cathedral. 

8.  Sword  of  an  unknown  prince  of  the  Royal  House  of  Castile  and 
Leon.  First  half  of  the  fourteenth  century.  Toledo  Cathedral. 

9.  Two  Spanish  swords  from  the  Instituto  de  Valencia  de  Don  Juan, 
Madrid.  Left:  late  thirteenth  century  (right),  c.  1500. 

10.  Sword  of  Boabdil,  last  Moorish  King  of  Granada.  Captured  from 
the  king  after  the  Battle  of  Lucena  in  1483.  Museo  del  Ejercito,  Madrid. 
(With  the  exception  of  No.  8,  all  photographs  are  by  the  Ministry  of 
Works,  London.) 


prince  of  the  house  of  Castile  and  Leon  that  has  been  preserved  for 
centuries  in  the  Treasury  of  Toledo  Cathedral.  Both  hilt  and 
scabbard  are  mounted  in  silver-gilt  and  decorated  with  enamelled 
coats  of  arms,  while  the  latter,  which  is  covered  with  red  velvet, 
retains  fragments  of  its  silk  belt.  The  second  sword  (No.  10)  is  the 
more  elaborate  of  the  two  that  are  said  to  have  been  captured 
from  Boabdil,  the  last  Moorish  King  of  Granada  (ob.  1527),  after 
the  battle  of  Lucena  in  1483,  both  of  which  have  been  lent  to  the 
exhibition  by  the  Museo  del  Ejercito,  Madrid.  In  form  a  typical 
cspada  gitieta,  its  hilt  and  sheath  mounts  are  of  gold  and  silver  with 
delicate  granular  and  filigree  decoration  enhanced  with  coloured 
enamels.  The  anonymous  Moorish  artist  responsible  for  mounting 
this  spendid  weapon  was  probably  also  the  author  of  the  sheath- 
locket  and  belt-chape  from  a  similar  sword  which  are  at  present 
on  loan  to  the  Victoria  and  Albert  Museum. 


The  Present  of  Spain 

A  Seventeenth-Century  Royal  Gift 


By  William  Reid 

TN  the  current  exhibition  of  Spanish  Royal  Armour  at  the 
J- Tower  of  London,  there  is  a  group  of  gun  parts  and  crossbows 
which  is  of  the  utmost  significance  in  the  study  of  British  sport- 
ing arms  of  the  early  seventeenth  century.  The  weapons  arc 
described  in  the  Conde  de  Valencia  dc  Don  [nan's  Catdlogo 
Historico-descriptivo  de  la  Real  Armeria,  Madrid,  1X98,  under  the 
numbers  K.  127-130  and  J.  109-1  12,  where  they  are  said  to  have 
been  received  by  King  Philip  III  from  James  VI  and  I  before 
1608.  In  the  Marchesi  catalogue  of  18491  and  the  edition  of  1854, 
the  date  is  given  as  1608,  and  one  of  the  crossbows  (now  J.  1 1 1)  is 
described  as  having  belonged  to  the  Duke  of  Alba,  an  attribution 
rejected  by  Valencia  de  Don  Juan.  It  appears  that  they  may  ha  vc 
formed  part  of  a  gift  made  in  [604  or  more  probably,  although 
I  hestitate  to  question  the  traditional  dates  without  knowing  their 
bases,  a  well-documented  gift  of  16 14.  I  have  been  unable  to 
confirm  the  pre-1608  date  given  by  Valencia  dc  Don  Juan,  and 
the  Spanish  authorities  can  offer  no  explanation.  Possibly  the 
pieces  are  the  remnants  of  both  gifts.  Yet  all  the  objects  share 
certain  decorative  elements  which  point  to  their  having  been 
enriched  at  the  same  time  in  the  same  place.  Their  quality  makes 
nonsense  of  the  opinion,  held  until  recently  by  many  collectors 
and  students,  that  the  only  arms  of  any  beauty  in  Britain  at  that 
time  were  imported  from  the  Continent.  That  the  pieces  from 
Spain  formed  part  of  a  Royal  gift  does  not  detract  from  their 
value  as  testaments  to  the  fine  work  of  which  the  London 
craftsmen  were  capable. 

An  entry  in  Howes's  continuation  of  John  Stow's  Annates  or 
General  Chronicle  of  England  to  the  end  of  16 14  records  a  gift  scut 
to  Philip  by  James  in  1604,  and  how  it  was  delivered  to  the 
Spanish  King  and  Queen  by  Thomas  Knoll  at  Vallodc-lid  (sic). 
The  contents  of  the  present  are  described  as: 

Sixe  stately  horses  with  saddles  and  saddle-clothes,  very  richly  and 

curiously  imbroidered,  that  is  to  say,  three  for  the  Kino  and  three 

for  the  Queen. 

Two  Crosse-botves  with  sheffes  of  arrowes. 

Foure  fondling  pieces  with  there  furniture  very  richly  garnished  and 

inlaid  with  plates  of  gold. 

A  cupple  of  Lymehounds  of  singular  quallities. 
T  he  only  other  references  to  this  gift  that  I  have  been  able  to 
trace  occur  in  the  Pell  Records,  where  Thomas  Knoyle  (Knoyll) 
is  recorded  as  receiving  payment  on  21st  July,  1606,  and  13th 
March,  1607,  for  amounts  totalling  ^282. 2  Knoyle,  an  Esquire 
of  the  Stable,  was  reimbursed  for  provisions  of  hay,  bread,  straw 
and  other  necessaries  .  .  .  for  horses  lately  sent  to  the  King  of  Spain. 
The  horses  were  shipped  from  Dover  to  the  Groyne  and  thence 
to  Valladolid  by  road.  No  mention  has  been  found  of  the  ad- 
ditional pieces  described  by  Howes,  either  by  way  of  description, 
ambassadorial  report  or  account  in  the  Issues  of  the  Exchequer, 
and  Howe's  note  may  possibly  confuse  the  gift  of  1604  with  the 
second,  made  ten  years  later,  which  he  does  not  record. 

1  Catdlogo  de  la  Real  Armeria  mandada  forma  por  .  .  .  Senor  Don  Jose  Maria  Marc  hesi. 
(Compiled  by  Antonio  Martinez  de  Romero),  Madrid,  1X49. 

2  F.  Devon  (cd.),  Pell  Records,  Issues  of  the  Exchequer,  1836.  Entries  for  the  dates 
mentioned. 


Reports  began  to  emanate  from  the  court  in  London  in  the 
spring  of  1614  that  James  was  about  to  send  another,  more  exten- 
sive, gift  to  Philip  III.  As  early  as  April,  the  Doge  and  Senate  of 
Venice  had  received  an  account  from  Francesco  Morosini,  their 
Ambassador  in  Madrid,  of  a  gift  of  dogs,  horses,  swords  and 
other  objects  which  was  in  preparation.3  In  June,  the  Peregrine 
of  Ipswich  was  loaded  with  a  splendid  cargo,  the  Present  of  Spain, 
for  which  she  was  fitted  with  special  bulkheads,  stalls,  mangers 
and  cabins.1  An  anonymous  manuscript  (D  3,  p.  69)  preserved  in 
the  library  at  Dun  Mhuire,  Killiney,  Co.  Dublin,  lists  the  gift 
in  some  detail.  Entitled  Presents  sent  in  1614  front  the  Kino  of 
Inglaude  to  the  Kino  of  Spaitie,  it  mentions  the  following;  items: 

Fowre  fowlinge  pieces,  two  plaine  and  two  with  massive  oould. 

Six  crossbowes,  thre  plaine  and  thrc  with  massive  oould. 

Six  ryding  trownks,  thre  plaine  and  thre  with  toppes  of  oould. 

Fowre  pictures  of  the  Kino,  the  Quene,  and  Lady  Elizabeth  and  the 

Prince. 

Fowre  water  Spagnelles,  fowre  mastives,  fowre  Irishe  grehoundes 
and  thre  tomblers,  two  cormorants,  twelve  couple  of  houudes  for  the 
stagge. 

Six  pied  connies,  two  pied  bulles. 
Ten  horses  of  which  fowre  amling. 
Fowre  amling  mares. 

Two  horses,  with  theyre  covers  of  grene  velvett  frenoed  with  oould. 
The  gift,  like  that  sent  in  1604,  reflects  the  donor's  love  of  all 
sports,  which  lasted  as  long  as  his  health  permitted.  The  young 
James's  affection  tor  a  pied  horse  and  a  crossbow,  which  he 
carried  wherever  he  went,  is  recorded  as  early  as  15 80. 5 

The  two  plain  fowling  pieces  appear  to  have  been  lost  since 
the  date  of  the  gift,  or,  if  not  lost,  are  no  longer  associated  with 
their  original  owner.  But  of  the  gilded  guns  there  remain  two 
barrels,  a  lock  and  a  trigger-guard.  The  barrel  (K.  127:  Tower 
Exhibition  Catalogue  No.  13)  is  extremely  long  (No.  1)  and 
tapers  gracefully  from  the  stout  breech  to  the  raised  moulding 
at  the  muzzle.  The  mouldings  at  breech  and  muzzle  carry,  res- 
pectively, a  V-backsight  formed  by  the  junction  of  two  outward- 
facing  heads  of  putti,  and  a  bead  foresight.  The  upper  segment 
of  the  barrel  is  chiselled  with  great  freedom  throughout  its 
length  with  masks,  trophies  of  arms,  floral  patterns  and  classical 
figures,  the  raised  decoration  being  gilt  against  a  dark,  granular 
ground.  The  treatment  of  the  various  elements  is  strongly 
reminiscent  of  a  group  of  English  swords  of  the  early  seventeenth 
century  of  which  the  most  famous,  now  in  the  Metropolitan 
Museum,  is  said  to  have  belonged  to  Sir  William  Twysdcn.'1 
Along  the  upper  line  of  the  barrel  is  a  row  of  nine  oblongs, 
blank  ami  undecorated,  which  contained  engraved  plaques  of 
silver  in  the  fashion  of  the  boy's  armour,  unfortunately  now  also 
despoiled  (No.  574),  at  Windsor  Castle. 

The  snaphance  lock  (K.  12X:  Tower  Cat.  14)  is  a  typically 
constructed  specimen  (No.  2)  of  the  period,  but  at  some  time 

3  Archivio  di  Stato,  Venice:  Senato,  Secreta.  Dispacci,  Spagna,  8th  April,  id  14. 
1  See  note  2. 

■"'  I).  Wilson,  King  James  I  I  ami  I,  London,  1956,  p. 

'•  Vide  S.  V.  Grancsay  A  Loan  Exhibition  of  Mediaeval  and  Renaissance  Arms  and 
Armour,  Los  Angeles,  1953,  No.  S9. 
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I.  Breech  and  muzzle  of  gun  barrel 
K.  127.  English,  early  seventeenth 
century. 


2.  The  snaphance  lock  (7.4  in.  long  over- 
all) K.  128. 


3.  Trigger  guard  K.  130  and  breech  and 
muzzle  of  barrel  K.  129.  English,  early 
seventeenth  century. 

The  detail  of  the  Tudor  crossbow  is  repro- 
duced hy  courtesy  of  the  Director,  Glasgow 
Art  Gallery  and  Museum.  Other  illustra- 
tions are  Ministry  of  Works  photographs  in 
which  the  Crown  copyright  is  reserved. 
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4.  The  barrels  of  guns  K.  127  and  K.  129.  (Top)  K.  129,  length  overall  57.1  in.  (calibre,  0.46  in.). 
(Below).  K.  127,  length  overall  57  in.  (calibre,  0.44  in.) 


has  had  its  tumbler  replaced.  That  now  fitted  has  110  lug  to  take 
the  rear  of  the  missing  rod  which  should  slide  the  pan-cover  for- 
ward on  discharge.  The  outer  surfaces  of  the  lock-plate  arc 
decorated  in  the  same  style  as  the  barrel  with  flowers  and  foliage, 
the  cock  and  steel  with  stylised  animals'  heads,  and  on  the  pan  is  a 
circular  fence  with  a  satyr's  mask  in  low  relief.  The  outstanding 
single  feature  is  the  gold-lined  pan,  perhaps  the  earliest  surviving 
example  of  a  refinement  shared  by  only  the  finest  of  guns  two 
centuries  later. 

The  second  barrel  (K.  129:  Tower  Cat.  15)  is  (No.  3)  of  the 
same  fashion  as  K.  127  but  lacks  its  backsight.  Its  decoration  and 
that  of  the  trigger-guard  (K.  [30:  Tower  Cat.  16)  is  gilt  overall 
(No.  3),  apart  from  the  twelve  blank  oblongs,  and  consists  of 
incised  patterns  of  masks,  flowers  and  classical  figures  against 
a  granular  ground.  The  rear  bend  of  the  guard  is  cast  and 
chiselled  with  a  female  head  in  the  round.  The  missing  plaques 
were  probably  stripped  from  the  barrels  at  the  same  time,  before 
1849,  that  the  gold  inlay  was  torn  from  the  stocks  of  the  cross- 
bows. No  remaining  fragment  of  the  stocks  has  been  isolated, 
but  they  were  almost  certainly  inlaid  with  gold  like  the  cross- 
bows. 

The  maker  of  the  guns  has  not  been  identified,  as  none  of  the 
parts  bears  any  mark  or  inscription.  The  only  clues  are  found  in 
accounts  for  the  payment,  in  1608  and  161 3,  for  guns  bought  by 
the  young  Prince  of  Wales  for  himself  and  as  presents  for  King 
Christian  IV.7  These  guns  were  supplied  by  Stephen  Russell  of 
London  at  a  price  of  ^45  for  Christian's  gun  with  its  flask  and 
case,  the  price  to  include  the  graving,  damasking  and  other  work- 
manship of  the  same.  The  Danish  king,  who  visited  Britain  a  short 
time  before,  wrote  in  a  letter  to  the  Prince  dated  23rd  October, 
1607:  'We  knew  that  you  had  no  need  of  well-bred  and  most 
select  horses  and  a  choice  gun;  nevertheless  we  have  added  these 
little  things  of  ours  to  your  great  wealth'.  A  contemporary  index 
to  the  volume  in  which  the  letter  is  preserved  in  the  Rigsarkivet, 
Copenhagen,  refers  to  it  as  Transmissio  equorum  et  sclopetorum 
which  would  suggest  that  Henry's  was  a  return  gift. s 

Prince  Henry's  second  recorded  firearms  purchase  from  Russell 
was  for  four  guns  at  a  total  price  of  ^190,  two  rich  damasked 
pieces  and  two  rich  white  pieces  cut  and  gilded  with  rich  gold,  each 
with  its  case,  flask  and  mould.  These  were  ordered  shortly 
before  the  Prince's  death  in  1612,  and,  since  they  tend  to  fit  the 
numbers  and  descriptions  of  the  guns  sent  to  Philip,  there  is  a 
temptation  to  infer  that  as  the  impecunious  James  had  to  pay 
for  his  son's  purchases  he  utilised  them  to  pad  out  the  diplomatic 
gift  soon  afterwards. 

The  crossbows  in  the  exhibition  bear  a  strong  typological 
resemblance  to  one  in  the  Clasgow  Art  Gallery  and  Museum 
which  is  etched  with  the  Tudor  Royal  Arms."  The  (ilasgow 
crossbow  is  also  etched  on  the  inner  face  of  the  bow  with  a 

7  Sec  Note  2. 

8  Communicated  by  the  Direc  tor  of  the  Rigsarkivet,  to  whom  I  am  indebted,  as 
I  .mi  also  to  Mr.  C.  Blair  for  his  help  with  sever. il  matters,  among  them  his 
correction  of  my  reading  of  the  Latin  original. 

9  Vide  William  Reid,  A  Royal  Crossbow  in  the  Scotl  Collation  in  Scottish  Art  Review, 
Vol.  VIII,  No.  2. 


5.  Etched  decoration  of  the  crossbow  bearing  the  Tudor  Royal  Arms  (top) 
and  (centre  and  bottom)  etched  work  on  two  other  crossbows  (J.  ill  and 
J.  109)  in  the  exhibition. 
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6.  Trigger  roots  and  checks  of  crossbows 
J.  Ill  (top)  and  J.  109. 

7.  Bow  irons  and  loops  of  crossbows  J.  ill 
(top)  and  J.  109. 

8  &  9.  The  gaffles  of  J.  112  (left)  and  J.  no. 
Length  overall:  J.  112,  21  in.,  J.  no,  21. 1  in. 
English,  early  seventeenth-century. 


pattern  which  resembles  both  that  011  the  crossbow  J.  in 
(No.  10)  and  some  bands  on  an  armour  of  King  Henry  VIII  now 
at  Windsor  Castle.  These  patterns  do  not  occur  on  the  crossbow 
J.  109:  Tower  Cat.  9)  which  is  (No.  11)  rather  more  like  the 
Glasgow  crossbow  in  construction  but  the  treatment  of  the 
decoration  has  strong  similarities  (Nos.  6  &  7  ).  The  bow  is 
etched  overall  with  strapwork  arabesques  and  foliage,  the  panels 
of  the  strapwork  involving  exotic  birds.  The  stock  of  pear  or 
hawthorn  was  originally  inlaid  with  gold  wire  and  sheet  in  foliar 
patterns,  human  figures,  birds,  animals  of  the  chase  and  masks. 
At  the  fore-end  an  inlaid  bone  arrow-rest  is  fastened  to  the  stock 
by  two  steel  pegs  passing  down  through  it,  the  rear  one  also 
retains  the  suspension  loop  below  the  stock.  The  mechanism  was 
quite  primitive  by  comparison  with  those  in  use  on  the  Continent 
at  the  same  period.  When  the  action  was  cocked  the  forward  tip 
of  a  long,  Z-shapcd  trigger  engaged  a  notch  in  the  now  missing 
stag  antler  nut  to  prevent  its  turning  under  the  tension  of  the 
cord.  Pressure  on  the  down-curved,  moulded  end  of  the  trigger 
withdrew  the  detent  and  allowed  the  nut  to  turn  to  release  the 
cord  against  the  butt  of  the  arrow.  A  safety  stop,  hinged  to  the 
underside  of  the  stock,  prevented  the  inadvertent  release  of  the 
trigger.  All  the  metal  furniture,  including  the  deep  butt-cap,  is 
freely  chiselled  with  patterns  of  running  foliage  against  a  dark, 
granular  ground  as  on  the  barrel  and  lock  K.  127  and  K.  128. 


The  steel  gaffle  used  to  bend  a  crossbow  of  this  type  and  now 
associated  with  J.  109  is  J.  no  (Nos.  8  &  9)  111  the  Real  Armeria 
catalogue  (Tower  Cat.  10).  With  the  exception  of  the  reverse 
of  the  upper  plate,  which  hinges  to  form  a  catch  when  the  gafHe 
is  folded  for  carrying,  its  surfaces  are  decorated  with  punched 
foliage  and  gilt  overall. 

The  second  crossbow  (J.  in:  Tower  Cat.  11),  etched  like  the 
Tudor  crossbow  in  Glasgow,  is  a  little  less  similar  to  it  than  is  its 
partner  in  the  exhibition.  The  stock  has  not  had  a  suspension  hook, 
and  the  bow-irons  are  more  graceful  in  form  with  a  fretted 
extension  at  the  forward  ends,  the  left  of  which  is  broken  off 
short.  The  metal  surfaces  other  than  the  bow  and  the  checks 
which  reinforce  the  nut  box  arc  chiselled  overall,  as  is  the 
accompanying  game  (J.  112:  Tower  Cat.  12),  with  foliage  and 
Mowers  (Nos.  8  &  9)  against  a  granular  ground  and  are  gilt 
overall.  The  engraving  on  the  checks  and  gatfle  is  reminiscent 
ot  the  decoration  on  an  armour  of  Charles  I,  which  has  ben  ders 
incorporating  addorscd  C's  (No.  1 1-91  in  the  Tower  Armouries). 
The  original  cord  of  twisted  green  silk  remains  and  under  the 
lore-end  is  a  tiny  fragment  of  the  gold  inlay  which  has  escaped 
the  notice  of  its  despoilers, 

A  third  crossbow,  described  by  Valencia  de  Don  Juan  under 
J.  107,  appears  to  have  originally  been  part  of  the  same  group  as 
these  now  known  as  part  of  the  gift  to  Philip.  In  the  1 849 
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io.  Crossbow  J.  m.  Length  overall,  27.5  in.,  span  of  bow, 
20  in. 


11.  Crossbow  J.  109.  Length  overall,  29.8  in.,  span  of  bow, 
18.6  in. 


catalogue  the  crossbows  607  and  612  were  described  as  being  in 
the  same  style,  and  I  consider  that  these  are  the  weapons 
described  under  J.  107  and  J.  109  in  the  Valencia  de  Don  Juan 
catalogue  of  1898.  In  1849,  the  crossbow  J.  111,  now  described 
as  part  of  the  gift,  was  numbered  640  and  said  to  have  been 
owned  by  the  Duke  of  Alba,10  an  attribution  altered  by  Valencia 
de  Don  Juan  when  he  discarded  one  of  the  pair  607  and  612, 
and  substituted  the  'Duke  of  Alba'  crossbow.  His  reasons  arc 
unknown. 

Unfortunately  there  is  no  indication  of  the  maker  of  these 
pieces,  which  are  among  the  finest  seventeenth-century  cross- 
bows in  existence  and  which  form  three-quarters  of  the  certainly 
identifiable  English  sporting  crossbows  other  than  the  late  bullet- 
shooting  variety.  Throughout  the  century  before  the  gift  was 
made  the  most  frequently  recorded  makers'  names  connected 
with  the  successive  courts  are  those  of  several  generations  of 
Lecriands  and  Russclls,  Billiards  and  Bawdcsons.  Future  research 
may  point  to  some  other  source  of  supply,  but  at  present  it  seems 
probable  that  the  crossbows  were  selected  for  the  king  by 
Humfne  Broughton,  Yeoman  of  the  Crossbows,  in  the  work- 
shop of  a  successor  to  one  or  other  of  these  families." 

Nothing  is  known  of  the  sources  of  the  balance  of  the  present, 
fohn  de  Cretes,  the  King's  Sergeant  Painter,  had  supplied  a 


10  Confirmed  by  a  photograph  from  the  Laurent  folio  of  c  1X60  111  which  |.  in 
bears  a  label  numbered  640. 

11  British  Museum,  Add.  MS.  12,498,  fo.  149  v.,  et  seq. 


similar  set  of  portraits  which  was  sent  to  the  Archduke  of 
Austria  in  1606  and  it  is  likely  that  those  for  Philip  came  from 
the  same  man  or  a  subsequent  holder  of  his  office.12  The 
animals  could  have  come  from  any  of  James's  properties  and 
only  in  the  case  of  the  cormorants  is  anything  recorded.  John 
Wood,  a  servant  of  the  king,  had  the  task  of  travelling  into  some 
of  the  furthest  comers  of  this  realm  to  collect  the  birds  as  fledglings 
and  of  making  them  fit  for  the  use  of  fishing.13  Evidence  of  James's 
enthusiasm  for  the  result  of  Wood's  work  appears  throughout 
his  reign  in  payments  made  towards  the  construction  of  fish- 
ponds for  the  birds  at  Westminster,  Greenwich  and  Hampton 
Court. 

The  escort  who  saw  the  gift  delivered  to  Philip  is  unknown. 
Morosini  writes  of  him,  in  a  report  of  2tst  September,  1614, 
only  as  an  agent  who  arrived  in  Madrid  some  time  before, 
stayed  there  for  a  while  and  then,  two  days  previous  to  the  date 
of  the  report,  left  Madrid  to  deliver  his  valuable  charge  at  the 
great,  sombre  mass  of  the  Escorial.14  On  the  journey  to  deliver 
his  king's  message  of  thanks,  Philip's  courier  took  only  twelve 
days,  a  time  which  compares  favourably  with  the  five  days  of 
hard  driving  taken  to  bring  the  remaining  elements  of  the 
Present  of  Spain  back  to  London  in  1960. 15 

12  Sec  Note  2. 

13  See  Note  2. 

11  See  Note  3,  21st  September,  1014. 

15  Arehivio  di  Stato,  Venice:  Senate,  Secreta.  Dispacci,  Inghilterra,  17th  October, 
16.4. 
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Antonio  Tarsia 


By  Hugh  Honour 


THE  recent  acquisition  by  the  Victoria  and  Albert  Museum 
of  two  marble  statues  by  Antonio  Tarsia  provides  a  suitable 
occasion  tor  a  brier  note  on  the  work  of  this  little-known 
Venetian  artist.1  Tommaso  Temanza,  the  eighteenth-century 
architect  and  historian,  referred  to  him  as  a  fairly  good  sculptor — 
'assai  buono  scultore' — but  in  a  period  of  Venetian  art  so  very 
much  less  distinguished  tor  its  sculpture  than  its  paintings  he  now 
appears  to  have  been  outstanding.  In  late  seventeenth-  and  early 
eighteenth-century  Venice  the  sculptor  was  regarded  mainly  as  a 
decorative  artist  employed  in  producing — one  might  almost  say 
mass-producing — whole  hierarchies  of  saints  for  the  facades  and 
altars  of  churches  and  whole  mythologies  of  gods  tor  the  spruce 
gardens  of  villas  on  the  terra-jirtna.  It  is  significant  that  the  many 
guide  books  which  record  in  detail  the  paintings  in  the  churches 
of  Venice  barely  refer  to  the  Myriad  carved  figures  posing  and 
gesticulating  beneath  Tiepolo's  ceilings  and  beside  Piazzetta's 
altar-pieces.  Tarsia  belongs  to  a  generation  of  sculptors  who  are 
best  known  for  their  contributions  to  the  Valier  monument  in 
the  Church  of  SS.  Giovannie  Paolo  and  the  richly  decorated 
facades  of  San  Stae  and  the  Gesuiti.  Of  his  contemporaries — who 
included  Pietro  Baratta,  Giovanni  Bonazza,  the  Gropelli  brothers, 
Giuseppe  Toretto  and  Giovanni  Penso,  called  Cabianca — the 
only  one  who  has  secured  more  than  local  renown  is  Antonio 
Corradini,  mainly  on  account  of  his  virtuoso  piece  in  that  Mecca 
tor  students  ot  settecento  sculpture,  the  Cappella  Sansevero  de' 
Sangri,  Naples.2  Corradini  and  Tarsia,  who  were  brothers-in- 
law,  display  enough  stylistic  similarities  to  suggest  that  they  may 
have  been  pupils  of  the  same  master.3 

Antonio  Tarsia — or  Tersia,  as  he  signed  his  earlier  works — was 
born,  probably  in  Venice,  in  about  1663. 4  At  this  moment 
Venetian  sculpture  had  just  been  roused  by  the  Flemish  Josse  de 
Corte  from  the  long  slumber  which  overcame  it  after  the  death 
of  Alessandro  Vittoria's  immediate  followers.  Giusto  Le  Court,  as 
the  Venetians  called  him,  had  travelled  to  Venice  by  way  of 
Rome  where  he  absorbed  some  influence  from  his  compatriot 
Duquesnoy  and,  probably,  Bernini.5  Whether  Tarsia  began  his 
career  by  working  in  Le  Court's  studio,  like  Cabianca  and  Gio- 

1  I  am  very  grateful  to  Mr.  John  Pope-Hennessy,  the  Keeper  of  the  Department  of 
Sculpture  of  the  Victoria  and  Albert  Museum,  for  drawing  my  attention  to  the 
two  marbles  and  for  giving  me  permission  to  publish  them.  I  also  record  my 
gratitude  to  Dr.  Camillo  Semenzato  for  his  help. 

2  For  Antonio  Corradini  see  G.  Mariacher  in  Arte  Veneta,  I,  1947,  p.  203  and  A. 
Riccobom  in  Arte  Veneta,  VI,  1952,  p.  151;  for  Pietro  Baratta,  C.  Semenzato  in 
Critica  D' 'Arte,  25-6,  1958,  p.  150  and  H.  Honour  in  The  Connoisseur,  December 
1958,  p.  170;  for  Giovanni  Bonazza,  C.  Semenzato  in  Saggi  e  Memorie,  2,  1959,  p. 
283.  A  full  account  of  Cabianca  is  to  be  found  in  Tommaso  Temanza's  Zibaldon  di 
Memorie  Storiche  in  the  Biblioteca  del  Seminario  Patriarcale,  Venice  (MSS.  746). 

3  T.  Temanza,  Vite  dei  piii  celebre  architetti  e  scultori  Veneziani,  Venice,  1778,  p. 
380,  declares  that  Tarsia  'fu  maestro  e  suocero  di  Antonio  Coradini'  (sic),  but  since 
Corradini  (b.  1668)  was  so  very  little  younger  than  Tarsia  it  seems  more  probable 
that  they  were  fellow  pupils. 

4  The  principal,  albeit  brief,  source  for  Tarsia's  life  is  the  account  in  Temanza's 
Zibaldon  .  .  .  which  appears  to  have  been  written  in  about  1750.  Temanza  used  this 
as  the  basis  for  his  remarks  on  the  sculptor  in  his  Vite  ...  He  states  that  Tarsia  died 
on  the  10th  December,  1739,  aged  'anni  77  in  circa". 

5  For  Le  Court  see  N.  IvanofF in  Arte  I  'eneta,  II,  1948,  p.  1 1  5. 

6  Temanza  states  that  Cabianca  worked  first  under  Michele  Fabris  and  then  under 
Le  Court;  P.  Brandolesi,  Pitture,  Scuiture  .  .  .  di  Padova,  Padua,  1795,  p.  26s,  states 
that  Giovanni  Bonazza  was  a  pupil  of  Le  Court. 


vanni  Bonazza,  is  not  recorded,  but  he  certainly  derived  some 
inspiration  from  this  source."  He  may  alternatively  have  served 
his  apprenticeship  under  one  of  the  other  foreigners  then  in  high 
esteem  in  Venice,  such  as  Michele  Fabris  (L'Ongaro)  who  had 
also  studied  in  Rome  before  going  to  Venice,  or  the  German 
Tommaso  Ruer. ' 

The  earliest  record  of  Tarsia's  activity  is  provided  by  a  receipt 
for  a  small  sum  paid  to  him  by  Ferigo  Corner  and  dated  1705." 
Later  in  that  year  he  probably  began  work  on  the  Valier 
monument  in  SS.  Giovanni  e  Paolo  for  which  he  supplied  two 
statues  and  one  low  relief  (Cat.  No.  3).  With  their  ruffled 
draperies  and  somewhat  affected  postures,  these  figures  reveal 
Tarsia's  debt  to  Le  Court  though  they  have  none  of  that  northern, 
almost  gothic,  quality  which  so  strongly  marks  the  Flemish 
sculptor's  work  beneath  its  veneer  of  Roman  baroque  classicism. 
That  Tarsia  should  have  been  commissioned  to  provide  these 
important  contributions  to  the  Valier  monument  suggests  that 
he  had  already,  in  [705,  established  himself  among  the  leading 
sculptors  in  Venice.  Soon  afterwards  he  supplied  statues  for  the 
facade  and  interior  of  San  Stae  (Cat.  No.  5)  and  in  about  1710 
carved  the  statue  of  the  Redeemer  on  the  facade  of  San  Giorgio 
Maggiore  (Cat.  No.  2).  Nothing  is  then  heard  of  him  for  some 
five  years:  and  since  his  next  group  of  works  is  in  a  somewhat 
different  style  he  may  have  left  Venice,  perhaps  to  visit  Rome. 

Sometime  between  171 5  and  1729  Tarsia  carved  a  statue  ot 
St.  Paul,  for  the  facade  of  the  Gesuiti  (Cat.  No.  4),  which  reveals 
much  less  ot  Le  Court's  influence  than  those  he  executed  in  the 
first  decade  ot  the  century.  His  next  recorded  works  are  the  little 
stone  putti  which  are  all  that  survive  of  a  large  series  of  statues  he 
provided  for  the  buildings  and  park  of  the  Villa  Giovanelli  at 
Noventa  Padovana  in  1721  (Cat.  No.  1).  He  also  carved,  at  about 
the  same  time,  a  couple  of  statues  for  the  Summer  Garden,  St. 
Petersburg  (Cat.  No.  7).  Like  many  of  his  contemporaries  in 
Venice — notably  Antonio  Gai,  the  Mannali  family  and  the 
Bonazza  family — he  was  probably  much  employed  in  works  of 
this  nature.9  But  without  the  assistance  of  documents  it  would 
hardly  be  possible  to  recognize  his  hand  among  the  bewildering 
multitude  of  attractively  weathered  stone  gods  and  goddesses, 
allegories  and  Commedia  dell'  Arte  actors  which  enliven  the 
gardens  of  Venetia. 

In  172X  Tarsia  was  commissioned  by  the  Pisani  family  to 
carve  the  marble  altar  of  the  rosary  for  the  church  of  San  Vitale, 
Venice  (Cat.  No.  6).  This,  the  most  impressive  of  his  works, 
reveals  him  as  a  practitioner  of  a  very  restrained,  one  might 
almost  stay  classicizing,  rococo  style,  more  Roman  than  Vene- 
tian, especially  m  the  two  free-standing  figures.  The  central 

7  Lives  of  both  Fabris  and  Ruer  are  111  Temanza's  Zibaldon  .  .  .  (see  N.  [vanof  op. 
cit.) ;  the  former  died  in  1684  and  the  latter  in  1696. 

8  Biblioteca  Correr,  Venice,  MSS.  P.D.  C2377/XXXV,  27  Jan.,  1705,  'Ho 
ricevuto  io  Anto  Tersia  Scultor  dal  Medmo.  Qlmo.  Sigre.  Ferigo  Corner  Scudi 
d' Argento  no.  died  a  conto  di  future  val  1 10'.  The  scudo  at  this  date :  about  3/6d. 
,J  Temanza,  in  the  Zibaldon  .  .  .  credits  Gai  with  numerous  garden  figures  very  few 
of  which  can  now  be  traced.  Many  of  Orazio  Marinali's  figures  are  signed  with  a 
monogram  but  by  no  means  as  many  as  have  been  attributed  to  him.  For  the 
Uonazza  family,  whose  workshop  was  in  Padua,  see  C.  Semenzato:  op.  (it.  and 
Antonio  Bonazza,  Venice,  1957. 
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I.  Bacchus,  marble  statue  61  cm.  high,  by  Antonio  Tarsia,  c.  1725-1730. 
Victoria  and  Albert  Museum. 


2.  Thetis,  marble  statue  70.5  cm.  high,  by  Antonio  Tarsia,  c.  1725-1730. 
Victoria  and  Albert  Museum. 


relict  of  the  Annunciation  with  its  pirouetting  angel  is,  however, 
conceived  in  a  more  lively  fashion  and  one  wonders  if  it  was  not 
executed  after  the  design  of  a  painter,  possibly  Sebastiano  Ricci, 
who  also  worked  in  the  church  of  San  Vitale.  Ten  years  after 
carving  the  San  Vitale  altar  Tarsia  provided  a  pair  of  statues  for 
the  steps  of  the  Villa  Giovanclli  at  Noventa  Padovana  (Cat.  No. 
1),  somewhat  lumpy  figures  which  recall  his  statue  of  Liberality 
on  the  Valier  monument.  He  died  on  the  10th  December,  1739, 
in  the  contrada  of  San  Giovanni  Decollato,  Venice.  Two  sons 
survived  him,  one  of  whom,  Lorenzo,  was  a  priest,  while  the 
other,  Bartolommeo,  was  a  painter  and  worked  in  Russia.1" 

The  two  figures  in  the  Victoria  and  Albert  Museum  (Nos.  1 
and  2:  Cat.  No.  8)  are  nearer  in  style  to  the  San  Vitale  altar  than 
to  any  of  Tarsia's  other  works  and,  in  the  absence  of  document- 

10  According  to  M.  Boschini:  Descrizione  di  tutte  le  pubbliche  pitture  delta  Citta  di 
Venezia,  Venice,  1733,  p.  445,  Bartolomeo  Tarsia  painted  a  Massacre  of  the  Inno- 
cents for  the  church  of  San  Michele,  Venice. 


3.  Thetis,  terracotta  bozzetto  28.2  cm.  high,  here  identified  as  the  work 
of  Antonio  Tarsia.  M.  H.  de  Young  Memorial  Museum,  San  Francisco. 


ary  evidence,  they  may  therefore  be  dated  in  the  later  1720's. 
Unfortunately,  little  is  known  of  these  statues  save  that  they 
were  acquired  from  an  English  collection."  They  may  even  have 
been  commissioned  by  an  English  patron;  for  although  Venetian 
sculptors  worked  for  the  English  less  than  their  contemporaries 
in  Florence  and  Rome,  and  much  less  than  the  painters  of  their 
own  school,  at  least  one  instance  of  such  a  commission  is  re- 
corded.'- Moreover,  the  classical  subjects  of  the  statues  would 
have  recommended  them  to  an  English  milordo  of  this  date,  and 
it  is  also  significant  that  they  are  carved  in  marble.  Venetian 
patrons  were  usually  content  with  stone. 

11  They  were  bought  by  the  museum  from  Mrs.  Van  der  Elst  of  Grantham  Castle 
in  1956.  A  tradition  holds  that  they  were  originally  commissioned  by  one  Mr. 
Gregory. 

12  Temanza  records  in  the  Zibaldon  .  .  .  that  Antonio  Gai  carved  some  stone 
statues,  after  the  antique,  including  figures  of  Melcager  and  Atalanta,  which  were 
sent  to  England  by  Consul  Smith. 


The  figure  of  Bacchus  is  a  free  adaptation  of  a  statue  of  the 
same  subject  in  the  Vatican,13  though  a  vase  and  satyr  have  been 
added  and  the  head  has  been  given  a  rococo  twist.  The  female  is 
still  less  classical  in  style,  despite  the  similarity  of  her  posture  to 
that  of  the  famous  Vatican  Ariadne.1'  At  first  sight  she  seems  to 
represent  Venus,  but  the  drapery  is  of  a  type  which  Nereids 
usually  hold  above  their  heads  on  Roman  sarcophagi,15  and  it 
therefore  seems  probable  that  she  represents  Thetis,  the  sister  of 
the  Nereids.  Thetis  harboured  Bacchus  when  he  was  fleeing  from 
Lycurgus  and  was  given  a  gold  urn  as  a  reward — hence,  perhaps, 
the  presence  of  the  urn  at  the  feet  of  Tarsia's  Bacchus.  Both 
figures  arc  carved  with  great  delicacy  and  have  a  light  and  airy 
elegance  which  is  very  rare  in  Venetian  sculpture  of  this  period. 

The  signed  statues  in  the  Victoria  and  Albert  Museum  make 
it  possible  to  attribute  to  Tarsia  a  very  fine  terracotta  (No.  3), 
formerly  ascribed  to  the  Genoese  school,  in  the  M.  H.  de  Young 
Memorial  Museum,  San  Francisco.1"  There  can  be  little  doubt 
that  this  is  the  bozzetto  for  the  statue  of  Thetis.  Of  the  differences 
between  the  two  works  the  most  obvious  is  the  drapery  above 
the  figure's  head  which  naturally  had  to  be  omitted  when  the 
statue  was  carved  in  marble.  The  terracotta  is  also  more  strongly 
rococo  in  feeling  than  the  marble;  the  posture  is  easier  and  more 
relaxed  and  the  play  of  curves  more  pronounced.  It  reveals  a  very 
remarkable  advance  on  rarsia  s  only  other  recorded  terracotta 
the  bozzetto  for  the  statue  of  Doge  Silvestro  Vaher — and  secures 
him  a  place  among  the  best  eighteenth-century  modellers,  not 
only  in  Venice  but  in  all  Italy. 


CATALOGUE  OF  WORKS 


The  following  catalogue  is  arranged  in  geographical  order,  but  terracotta 
bozzetti  arc  listed  under  the  w  orks  w  ith  which  they  arc  connected. 

Noventa  Padovana. 

1.  Villa  Giovanelli,  a  series  of  Viccnza  stone  statues  for  the  house  and  park. 
Archives  of  the  Giovanelli  family  record  that  Benedetto  Giovanelli,  Pro- 
curatorc  di  San  Marco,  commissioned  a  series  of  decorative  statues  from 
Antonio  Tarsia  on  the  27th  October,  1721,  stipulating  that  they  w  ere  to  be 
completed  by  the  27th  April,  1722  The  statues  were  to  consist  of  eighteen 
putti,  which  survive  on  the  two  portiniere  of  the  villa,  and  a  series  of  figures 
tor  the  garden  representing  Atalanta,  Melcagcr,  an  old  woman,  a  blind  man, 
a  bear  and  a  triton,  all  of  which  have  vanished.  In  1738  Tarsia  executed  two 
more  statues,  allegorical  of  the  senses  of  Taste  and  Smell  (both  signed 
ANT.  TARSIA),  which  survive  on  the  steps  to  the  mam  entrance  of  the 
villa.  Cither  decorative  statues  were  carved  for  the  villa  by  Antonio  Gai, 
Paolo  Gropclli  and  Gino  Gropelli. 

Bibl.:  L.  Gaudenzio  in  Arte  Veneta,  1053,  p.  157,  with  transcripts  of  the 
documents  in  the  Giovanelli  archives. 


13  S.  Reinach:  Repertoire  de  la  Statuaire,  Paris,  1906,  vol.  I.  p.  381.  Direct  copies  after 
the  antique  were  occasionally  carved  m  Venice  at  this  date  (see  note  12).  A  copy  of 
the  Belvedere  Antinous  by  Cabianca,  originally  commissioned  for  Louis  XIV 
(according  to  Temanza)  is  in  the  cortile  of  the  Palazzo  Corner  (Prefetura). 

14  S.  Reinach  op.  cit.  vol.  I,  p.  385. 

15  S.  Reinach  (>/>.  cit.  vol.  I,  pp.  95-6. 

";  I  am  very  grateful  to  Dr.  Walter  Heil,  the  director  of  the  M.  II.  de  Young 
Memorial  Museum,  for  sending  me  a  photograph  of  this  terracotta  and  allowing 
me  to  publish  it.  Unfortunately  I  have  not  seen  the  work,  but  Dr.  Heil  who  has 
compared  it  with  the  marble  in  the  Victoria  and  Albert  Museum  accepts  my 
attribution. 


Venice. 

2.  San  Giorgio  Maggiore,  stone  statue  ot  Christ  on  the  apex  ot  the  pediment 
on  the  facade.  As  Temanza  records,  this  statue  was  put  up  to  replace  one  by- 
Giovanni  liattista  Albanesi  which  had  been  blown  down  in  a  storm.  It 
dates  from  about  1710-171  1. 

Bibl.:  T.  Temanza:  I  'ite  dei  piu  celebre  architetti  e  scultori  I  'eneziani,  Venice, 
1 77N,  p.  3X0. 

3.  SS.  Giovanni  e  Paolo,  marble  statues  of  Doge  Silvestro  Valier  and 
Liberality  (signed  ANT.  THRSIA)  and  a  low  relief  of  Peace  (signed  ANT. 
TTRSIA.  /•'.)  on  the  monument  of  the  Vaher  family.  The  monument, 
designed  by  Andrea  Tirali,  was  executed  between  1705  and  170X.  Other 
statues  and  reliefs  for  it  were  executed  by  Pietro  Baratta,  Giovanni  Bon- 
azza,  and  Marino  Gropelli. 

Bibl.:  D.  Martinelli:  //  Ritratto  .  .  .  di  Venezia,  Venice,  1705,  p.  175;  G. 
Moschiiii:  Guida  per  la  Citta  di  Venezia,  Venice,  181 5,  vol.  I,  p.  137. 

3a.  Ca'  Rezzonico,  coloured  terracotta  bozzetto  for  the  statue  of  Doge 
Silvestro  Valier  (54-  5  cm.  high). 

Bibl.:  G.  Lorenzetti:  Venezia  e  il  suo  Estjario,  Rome,  1956,  p.  342;  G. 
Mariacher  in  Bolletino  dei  M.isei  Civici  I  'eneziani,  1959,  no.  4.,  p.  17. 

4.  Santa  Maria  Assunta  (Gesuiti),  stone  statue  of  St.  Paul  on  the  facade. 
The  church  was  erected  by  the  Manin  family  between  1715  and  1729. 
Bibl.:  P.  A.  Pacifico:  Cronaca  Veneta,  Venice,  1736,  p.  343. 

5.  San  Stae,  stone  sculpture  on  the  facade  and  one  of  the  four  statues  of 
Doctors  of  the  Church  inside.  All  the  statues  on  the  facade  of  the  church 
were  executed  after  1705,  when  the  building  had  been  erected  but  re- 
mained to  be  decorated,  and  before  1710  when  P.  Coronelli  published  an 
engraving  which  shows  the  statuary  in  place.  To  decide  which  of  the 
severely  weathered  exterior  statues  is  the  work  of  Tarsia  is  difficult,  but  the 
close  similarity  of  the  central  figure  of  Christ  and  the  statue  of  the  same 
subject  on  San  Giorgio  Maggiore  (Cat.  No.  2)  suggests  that  this  is  by  him. 
Nor  is  it  much  easier  to  assign  each  ot  the  tour  interior  statues  to  its  proper 
author;  that  of  St.  Ambrose  is  perhaps  the  work  of  Tarsia.  A  bust  of 
Sebastiano  Foscarim  in  the  church  has  occasionally  been  attributed  to 
Tarsia  tor  reasons  which  are  obscure. 

Bibl.:  P.  Pacifico  op.  cit.  p.  3X2;  G.  Lorenzetti  op.  tit.  pp.  469-470;  (I. 
Mariacher  op.  cit.  p.  27  (with  repr.  ot  Foscarini  bust). 

6.  San  Vitale,  marble  low  relief  ot  the  Annunciation  flanked  by  statues  of 
Sr.  Dominic  and  St.  Rose  (signed  ANO  TARSIA).  The  will  of  Almoro 
I'isani  reveals  that  this  altar  was  being  erected  at  his  expense  in  1728.  It 
seems  unlikely  that  Lorcnzetti's  attribution  of  the  statues  of  St.  Simeon  and 
St.  Joseph,  on  the  opposite  altar,  to  Tarsia  is  correct. 

Bibl.:  R.  Gallo:  /  Pisani  cd  i  Palaz  zi  di  S.  Stejano  e  di  Stra,  Venice,  1945,  pp. 
62-3  ;  C.  Lorenzetti  op.  cit.  p.  493. 

WORKS  OUTSIDE  ITALY 

Leningrad. 

7.  The  summer  garden,  statues  of  Nemesis  and  Fate.  It  seems  probable  that 
these  Statues  were  carved  111  Venice,  like  the  other  works  by  Venetian 
sculptors  in  the  same  gardens.  Two  ot  Pietro  Baratta's  statues  in  this  garden 
are  dated  171 4  and  1722;  those  by  Tarsia  presumably  date  from  the  same 
period.  I  am  informed  that  two  statues  by  Tarsia  are  in  the  park  of  Tsarskoe 
Selo,  but  1  have  been  unable  to  obtain  confirmation  from  the  Soviet 
authorities. 

Bibl.:  G.  Mazulewitch :  Lentj  sad  i  ego  skFpttira,  Leningrad,  1936. 
London. 

X.  The  Victoria  anel  Albert  Museum,  marble  figures  of  Bacchus  (signed: 
.1.V7.  TARSIA)  and  Ihctis.  These  figures,  formerly  at  Grantham  Castle, 
were  purchased  by  the  museum  in  1956.  They  appear  to  date  from  the 
1 720's. 

8a.  M.  1  I.  tic  Young  Memorial  Museum,  San  Francisco,  terracotta  bo:  zetto 
for  the  statue  of  Thetis  (28  ■  2  cm.  high  :  accession  Nos.  A.  138-9-1956). 
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Tl  I  E  first  exhibition  ever  to  have  been  staged  in  Britain  of 
important  early  examples  of  American  silver  from  private 
and  public  collections  will  be  held  at  Christie's  in  London  from 
August  24  to  September  24.  It  is  sponsored  by  the  English 
Speaking  Union.  All  the  two  hundred  exhibits  will  have  come 
from  the  United  States.  As  a  complement  to  this  ail-American 
display  of  the  handiwork  of  her  goldsmiths,  which  flourished 
early  in  colonial  America  with  a  skill  and  sophistication  not 
found  in  other  crafts,  American  furniture  and  paintings  from 
English  collections  will  also  be  shown.  Her  Majesty  the  Queen 
has  graciously  consented  to  loan  two  pictures:  one  by  J.  S. 
Copley,  the  other  by  Benjamin  West.  Further  examples  of 
Copley  s  work  are  being  loaned  by  the  Tate  Gallery  and  by 
Viscount  Gage  (see  'Paintings  at  Firlc  Place',  The  Connoisseur, 
June,  [956).  Two  Wests  are  also  coming  from  Eton  College  and 
two  portraits  by  Gilbert  Stuart  from  Saltram  Park,  Devon  (sec 
The  Connoisseur  Year  Book,  1958).  The  background  is  completed 
by  the  display  of  relics  associated  with  George  Washington  and 
with  John  Adams.  The  latter  was  first  American  envoy  to  Great 
Britain  111  1785  and  subsequently  became  second  President  of  the 
United  States. 

For  the  past  thirty  years  no  other  European  art  periodical  has 
consistently  devoted  as  much  space  to  the  arts  of  America  as  The 
Connoisseur.  Although  much  of  this  has  been  concerned  with 
American  furniture  and  painting,  there  has  been  equally  as  much 
space  given  to  the  specialised  study  of  American  silver.  Many  of 
the  exhibits  which  will  be  seen  at  Christie's  some  of  which  arc 
here  shown,  have  in  fact,  been  illustrated  in  The  Connoisseur  and 
in  its  books  on  the  fine  arts.  In  recording  great  American  collec- 
tions of  silver,  all  the  leading  names  111  the  study  of  American 
silver  have  appeared,  including  John  Marshall  Phillips,  Kathryn 
C.  Buhler  (who  assembled  the  exhibits  for  this  exhibition), 
Gregor  Norman- Wilcox,  Helen  Comstock. 

Many  of  the  American  styles  in  silver  were  basically  English, 
since  many  of  the  goldsmiths  concerned  were  trained  in  London: 
as,  for  example,  Robert  Sanderson  who  arrived  in  Massachusetts 
in  1638,  and  Richard  Storer  who  came  to  Boston  in  1635.  There 
will,  however,  be  particular  interest  in  the  characteristic  work  of 
native  craftsmen  and  the  different  centres  in  which  they  worked : 
Jeremiah  Dummer,  John  Coney  of  Boston,  Cornelis  van  der 
Burgh,  of  Dutch  origin  and  the  first  native  New  York  goldsmith, 
Jesse  Kip,  Bartholomew  Le  Roux,  Peter  Van  Dyck,  Cesar 
Ghischn,  Jacob  Hurd,  Mycr  Myers,  Richard  Humphreys,  Paul 
Revere  of  Boston,  Joseph  Anthony  and  Joseph  Richardson  of 
Philadelphia,  Simeon  Soumain  of  New  York,  William  Faris  of 
Annapolis  and  a  score  of  others.  So  little,  in  fact,  is  known  in 
England  about  the  work  of  American  goldsmiths  that  this  exhi- 
bition will  be  a  unique  study  opportunity  for  collectors  and 
students. 

For  Further  Reading — Some  Books  on  American  Silver 

AVERY,  C.  LOUISE:  Early  American  Silver,  New  York  (1930). 
BIGELO  W,  FRANCIS  HILL:  Historic  Silver  of  the  Colonies  ami  its  Makers, 
New  York  (1917,  re-issued  1941). 

BUHLER,  KATHRYN  C:  American  Silver,  New  York  (1950). 

CLARKE,  H.  F. :  John  Hull,  Portland,  Me.  (1940). 

CLARKE,  H.  F.:  John  Coney,  Cambridge,  Mass.  (1932). 

ENSKO,  STEPHEN  G.  C:  American  Silversmiths  and  their  Marks  111.  New 

York  (194X). 

FRENCH,  HOLLIS -.Jacob  Hurd  and  His  Sons,  Cambridge,  Mass.  (1939). 
PHILLIPS,  JOHN  MARSHALL:  American  Silver,  New  York  (1949). 
PLEASANTS  AND  SILL:  Maryland  Silversmiths,  Baltimore  (1930). 
ROSENBAUM,  JEANETTE  W.:  Mycr  Myers,  Philadelphia  (1954). 


American  Silve 
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mes  to  London 


The  Connoisseur  Concise  Encyclopaedia  oj  American 
Antiques.Vol.ll,  pp.  149-161  (New  York.  1956). 

Titles  of  articles  on  American  silver  which  have 
appeared  in  The  Connoisseur  can  be  supplied  on 
request. 


1.  Cup,  13!  in.  high,  by  Jacob  Hurd,  Boston 
(1702-1758).  2.  Coffee  pot,  13  in.  high,  by 
Paul  Revere,  Boston  (1781).  3.  Plate,  13  in. 
diameter,  by  Samuel  Minott,  Boston  (1732- 
1803).  4.  Salver,  2i|  in.  diameter,  by  Lewis 
Fueter,  New  York  (c.  1730).  Loaned  by  the  New 
York  Historical  Society.  5.  Tea  pot,  8  in.  high, 
by  John  Brevoort,  New  York  (171 5-1 775). 
6.  Punch  bowl,  9!  in.  diameter,  by  "William 
Homes,  Boston  (1 717-1782).  Boston  Museum  of 
Fine  Arts.  7.  Bowl,  6  in.  diameter,  by  Jesse 
Kip,  New  York  (1660-1722).  The  Henry  Ford 
Museum.  8.  Chafing  Dish,  4  in.  high  12^  in. 
long,  second  quarter  of  the  eighteenth  century, 
by  John  Burt,  Boston  (1691-1745).  The  Anti- 
quarian Society  o  f  the  Art  Institute  of  Chicago.  9. 
Detail  of  the  inscription  (on  No.  10)  engraved 
by  Thomas  Wightman.  10.  Pitcher  (c.  181 1- 
12),  by  Ebenezer  Moulton,  Boston  (1768- 1824). 
Museum  of  Fine  Arts.  Boston.  11.  Caster,  4:,'  in. 
high  (r.  1700)  by  John  Coney,  Boston,  bearing 
Coney's  early  mark  which  was  not  used  after 
1705-6. 
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The  Connoisseur's  Diary 

Salvator  Rosa  from  Sweden     :     William  Colin  : 
National  Army  Museum     :     Miniature  Ships 


SALVATOR  ROSA,  wrote  Richard 
Graham  towards  the  end  of  the  seventeenth 
century,  'in  both  the  sister  arts  of  Poesy  and 
Painting  was  esteemed  one  of  the  most  excellent 
Masters  that  Italy  has  produced  in  this  century.  .  . 
He  was  fam'd  tor  1 1  is  copious  and  florid  Inven- 
tion, for  the  solid  Judgement  in  the  ordering  of 
his  Pieces,  for  the  gentile  and  uncommon 
management  of  his  Figures,  and  his  general 
Knowledge  in  all  the  parts  of  painting:  but  that 
which  gave  a  more  particular  Stamp  to  his  com- 
positions, was  his  inimitable  Liberty  of  Pencil, 
and  the  noble  Spirit  with  which  he  animated 
his  works'.  Savage  Rosa,  as  he  was  sometimes 
known,  was  greatly  prized  by  connoisseurs  of 
painting,  especially  in  Northern  Europe, 
throughout  the  eighteenth  century.  'Salvator 
has  a  savage  grandeur,  often  in  the  highest  order 
sublime'  w  rote  Uvedale  Price  in  1794.  And  after 
Lady  Morgan  published  her  somewhat  fanciful 
biography  ot  him  in  1823,  the  wild  charms  of 
his  paintings  were,  in  the  eyes  ot  the  English, 
made  more  poignant  by  the  knowledge  ot  his 
equally  romantic  life.  His  works  were  in  con- 
stant demand  for  more  than  a  century  and  a  half, 
and  imitations  of  them  were  therefore  fabricated 
in  quantity.  Such  fakes  abound  and  they  account 
to  a  great  extent,  for  the  little  esteem  which 
Salvator  Rosa  has  enjoyed  during  the  present 
century.  To  a  large  number  of  gallery-goers  and 
country  house  visitors  his  name  calls  to  mind  an 
unending  scries  of  drably  coloured  mountainous 
landscapes  which  have  little  to  recommend 
them. 


There  are,  however,  signs  that  taste  is  chang- 
ing. Such  magnificent  autograph  works  as  the 
paintings  ot  witches  in  the  Palazzo  Corsini, 
Florence,  the  Belisarius  in  the  collection  of  Sir 
Osbert  Sitwcll,  and  the  St.  Philip  Baptising  the 
Eunuch  formerly  in  the  Ashburnham  Collection, 
reveal  him  to  have  been  a  painter  of  great  dis- 
tinction. And  only  those  landscapes  which  show 
the  same  masterly  qualities  are  now  accepted  as 
his  work.  Such  a  painting  (see  below)  is  the  fine 
landscape  which  Mr.  G.  Wennerholm  of  Stock- 
holm has  sent  tor  sale  at  Sotheby's  in  the 
autumn.  It  is  inscribed,  but  even  without  the 
signature  there  could  be  little  doubt  that  this  is 
an  autograph  work.  The  wilei,  rocky  coast 
landscape,  with  its  precipitous  clifls  rising  out 
of  an  almost  unnaturally  calm  sea,  is  character- 
istic of  him.  A  very  similar  landscape  which 
appears  to  be  a  copy  after  a  painting  by  Salvator 
Rosa  is  in  the  Uffizi  Gallery  at  Florence.  Hut 
still  more  revealing  than  the  rocks  and  trees  are 
the  figures  of  soldiers  in  the  lower  left  corner, 
which  may  easily  be  paralleled  in  Salvator  Rosa's 
etchings  though  none  tallies  precisely  with  a 
print.  This  is,  indeed,  a  'capital  piece'  and  helps 
to  explain  the  veneration  which  was  felt  for 
Salvator  Rosa  throughout  the  eighteenth  and 
the  early  nineteenth  centuries.  It  may  also  serve 
to  remind  us  that  if  a  large  group  of  his  auto- 
graph paintings  could  be  gathered  together  for 
.m  exhibition  or  illustrated  in  a  monograph 
he  would  fully  regain  his  position  as  'one 
of  the  most  excellent  Masters  that  Italy  has 
produced'. 


After  the  Fair 

LAST  year,  following  the  London  Antique 
Dealers'  Fair,  a  number  of  exhibitors  were 
clearly  unimpressed  at  the  results  which  they 
achieved.  Certain  goods,  which  had  not  initially 
appealed  to  buyers,  had  been  replaced  at  the  end 
ot  the  first  week  by  others  the  nature  of  which 
apparently  conformed  more  with  prevailing 
taste  and  conseejuently  found  ready  buyers. 

This  year,  from  all  accounts,  the  financial 
results  achieved  at  Grosvenor  House  exceeded 
the  wildest  dreams  ot  most  exhibitors.  All  time 
indivielual  sales  records  were  broken.  This 
caused  considerable  elation,  particularly  amongst 
the  younger  clement  ot  the  fine  art  trade  who 
have  known  prosperity  and  high  prices  now  for 
so  long. 

Yet  there  was  one  aspect  of  an  otherwise 
highly  successful  annual  event  which  rightly 
earned  the  censure  ot  the  press  and  the  criticism 
of  visitors.  On  a  number  of  staneis  the  prices  of 
the  goods  offered  were  indicated  by  a  set  of 
code  letters,  or,  even  more  cryptically,  with  two 
sets  of  code  letters. 

On  most  stands  the  prices  asked  were  clearly 
marked.  This  is  the  manner  in  which  buyers, 
particularly  those  from  overseas,  have  a  right  to 
expect  merchandise  to  be  labelled.  To  attach 
veiled  symbols  to  it  not  only  sows  mistrust,  but 
causes  annoyance.  Intending  buyers  should  be 
relieved  of  the  unnecessary  embarrassment  of 
asking  the  price.  This  should  invariably  be 
clearly  displayed — at  all  events  at  Grosvenor 
House. 

Oxford's  Debt  to  a  Scholar 

SINCE  the  war  the  University  of  Oxford  has 
become  a  leading  centre  for  the  study  of 
Oriental  art  and  culture.  Much  of  the  credit  tor 
this  enlightened  development  is  due  to  Dr. 
William  Cohn,  the  distinguished  scholar  ot  Far 
Eastern  art,  who  celebrated  his  eightieth  birth- 
day at  the  end  of  June.  In  1946  Dr.  Cohn  was 
appointed  Adviser  to  the  University  in  Indian 
and  Far  Eastern  Art.  By  the  end  of  1949  his 
work  and  inspiration  had  already  resulted  in  the 
opening  of  the  Museum  of  Eastern  Art  in  the 
Indian  Institute  at  the  end  of  Broad  Street.  Here 
collections  from  the  Ashmolean  and  elsewhere 
in  Oxford  were  centralised  to  form  the  nucleus 
of  what  has  quickly  become  a  museum  of  inter- 
national renown.  Since  those  early  days  many 
important  gifts  and  bequests  have  incomparably 
enriched  the  collections. 


From  Stockholm  for  sale  in  London  has  come 
this  landscape,  by  Salvator  Rosa  (1615-73): 
signed,  61       91  •  5  cm.  See  first  story. 


(Left).  A  gold,  inscribed  casket,  by  Henry  Chawnor,  London,  1815,  which  has  been  presented  to  the  newly-opened  National  Army  Museum,  R.M.A. 
Sandhurst,  by  members  and  friends  of  the  disbanded  Irish  regiment,  the  Connaught  Rangers.  See  'Irish  Relics  at  Sandhurst'.  (Right).  Sketched  at  the 
age  often:  the  late  Royal  Academician  Eric  Kennington's  conception  of  England's  military  success  in  the  Boer  War.  See  'A  Sister's  Tribute'. 


Dr.  Cohn's  great  enthusiasm,  and  his  constant 
readiness  to  encourage  others  by  giving  freely 
of  his  own  prolific  knowledge,  soon  made  the 
Museum  of  Eastern  Art  into  an  active  centre 
where  anyone  in  Oxford — from  the  established 
scholar  to  the  inquisitive  freshman — could  study 
and  assimilate  the  arts  and  wisdom  ot  the  East. 
Dr.  Cohn's  informal  classes  did  much  to  further 
this  aspect  of  the  Museum's  activities. 

On  his  seventy-fifth  birthday,  Dr.  Cohn  re- 
tired from  the  museum.  A  bibliography  of  his 
writings  was  published  to  mark  that  occasion. 
It  lists  232  items:  among  them  books,  articles, 
catalogues  and  reviews,  covering  the  widest 
possible  range  ot  Eastern  art.  From  1948  to  19  s  1, 
Dr.  Cohn  was  the  founding  Editor  of  Oriental 
Art.  Thus  he  has  always  made  it  his  aim,  both 
in  his  writings  and  by  personal  contact,  to  give 
of  his  own  knowledge  in  such  a  way  that  all 
who  wished  could  profit  from  it. 

Happily  Dr.  and  Mrs.  Cohn  still  live  in 
Oxford,  and  both  of  them  are  watching  with 
interest  the  progress  ot  the  new  galleries  tor  the 
Museum  of  Eastern  Art,  which  are  now  being 
built  in  the  main  Ashmolean  building.  To  mark 
Dr.  Cohn's  eightieth  birthday  Oxford  has  con- 
ferred on  him  an  honorary  D.Litt. 

Thoughts  on  a  Chapel 

'I  HE  task  of  erecting  a  chapel  for  the  Order  of 
the  British  Empire  in  the  crypt  of  St.  Paul's 
Cathedral  presented  those  responsible  with 
opportunities  as  splendid  as  they  were  difficult. 
It  is  seldom  easy  to  adapt  an  existing  building, 
designed  for  a  different  purpose;  and  Lord 
Mottistone,  Surveyor  of  the  Fabric  and  Archi- 
tect of  the  new  chapel,  recognised  that  it  was 
essential  not  to  obscure  the  simple  beauty  of 
Wren's  masonry.  He  therefore  omitted  from  his 
design  any  solid  woodwork  of  stalls  and  canop- 
ies, and  instead  formed  an  enclosure  to  the 
sanctuary  with  a  wrought  iron  screen.  The 
finished  shrine  was  recently  dedicated;  but  un- 
happily, though  the  original  objective  was 
eminently  sound,  the  design  that  evolved  from 
it  is  a  disappointment. 

It  may  be,  in  practice,  that  stalls  (they  need 


have  had  no  canopies)  would  have  obscured  the 
masonry  less  than  the  iron  work,  with  its  glass 
and  curtains,  and  have  combined  better  with 
Wren's  pillars  and  flattened  vaults  to  give  the 
sense  of  scale  and  dignity  that  the  new  chapel 
lacks.  Wren'?  crypt  is  austerely  and  magni- 
ficently simple  (its  beauty  has  been  greatly 
enhanced  by  whitening  all  the  vaults  east  ot 
Wellington's  and  Nelson's  tombs,  as  part  of  the 
present  work).  Nothing  could  be  more  suitable 
tor  the  chapel  of  an  order  dedicated  to  service. 
The  screen  placed  against  those  noble  vaults  is 
undistinguished  and  topped  by  a  row  ot  electric 
candles,  while  the  sanctuary  it  encloses  is  furn- 
ished in  the  colours  of  the  Order:  rose  pink  and 
pearl  grey,  a  choice  that  appears  ill  judged. 

The  weakness  of  the  whole  design  is  made 
perfectly  plain  by  the  strikingly  important  part 
played  by  the  electric  candles.  The  eye  is  also 
drawn  by  the  carpet  (again  in  rose  pink  and 
pearly  grey)  that  tills  the  centre  of  the  chapel 
and  has  associations  that  are  certainly  not 
religious.  There  was  no  obvious  necessity  to 
cover  the  floor  at  all,  at  least  below  the  altar 
step,  as  the  special  grey  and  white  tiles  produced 
by  the  Marley  Tile  Company  are  a  notable 
success. 

No  doubt  the  individual  feature  that  will 
cause  discussion  for  some  time  will  be  the  paint- 
ings on  glass  by  Brian  Thomas  that  are  set  in  the 
screen  and  portray  the  Royal  Founders  and 
Sovereigns  of  the  Order  and  illustrate,  by  way 
of  symbols  and  emblems,  various  types  of 
service  which  at  home  and  overseas  have  earned 
recognition.  The  intention  is  that  their  muted 
and  reticent  treatment  should  form  a  toil  to  the 
brilliant  colours  of  the  banners  and  tine  stained 
glass  (also  designed  by  Mr.  Thomas)  in  the 
ambulatory  behind.  The  effect  011  the  w  hole  is 
satisfactory,  though  some  of  the  portraits  arc 
unhappy  and  the  designs  tend  to  coarseness. 

Instead  of  stalls,  the  chapel  has  been  equipped 
with  furniture  designee!  by  the  Architect, 
painted  silver  and  upholstered  with  the  colours 
of  the  Order.  Polished  or  plain  wood  can  be  so 
lovely  that  it  seems  a  pity  to  paint  it,  particularly 
in  silver  w  hich  lends  an  air  ot  paleness.  As  an 


alternative,  it  would  appear  that  funds  were 
sufficient  (over  ,£100,000  has  been  contributed 
in  cash  and  bankers  orders  to  meet  the  cost  of 
the  chapel,  its  upkeep,  and  that  of  future  services 
of  the  Order),  and  no  doubt  the  furniture  could 
have  been  gilded.  It  may  be  that  that  would 
have  been  too  brilliant;  but  the  treatment 
chosen,  like  the  electric  candles,  appears  shoddy. 

The  font  and  the  altar  pall,  the  latter  em- 
broidered by  the  Royal  School  of  Needlework, 
are  pleasing.  How  sad  that  no  more  could  have 
been  achieved  in  this,  the  two  hundredth 
anniversary  ot  the  opening  ot  Wren's  cathedral. 

Irish  Relics  at  Sandhurst 

ONE  of  the  relics  which  Her  Majesty  the  Queen 
\\  .1  s  shown  w  hen  she  opened  the  National  Army 
Museum,  R.M.A.,  Sandhurst,  last  month  was 
the  gold,  inscribed  casket  here  illustrated.  It  was 
posthumously  presented  by  the  officers  ot  the 
94th  Regiment  (later  2nd  Bn.  The  Connaught 
Rangers)  in  memory  of  Lieut. -Col.  Thomas 
Lloyd,  who  was  killed  leading  the  regiment  in 
the  List  year  ot  the  Peninsular  War.  This, 
together  with  Colonel  Lloyd's  Peninsular  medal, 
and  a  Victoria  Cross  won  by  Private  Thomas 
Hughes  (6th  Bn.  The  Connaught  Rangers)  at 
Guillemont  111  1916,  was  acquired  for  _£i,ioo 
from  Messrs.  Spink  &  Son.  Of  this,  £900  was 
subscribed  by  former  members  of  the  regiment 
(disbanded  111  1922)  and  their  friends.  The 
balance  was  generously  provided  by  Messrs. 
Arthur  Guinness  Son  &  Co. 

A  Sister's  Tribute 

THE  drawing  reproduced  on  this  page  was 
loaned  to  The  Connoisseur  tor  reproduction  by 
Anne  Kennington,  sister  of  the  late  Eric  Ken- 
nington,  R.A.  In  her  Memoirs  Through  (he 
Windows  oj  the  Day,  w  hich  cover  a  large  part  ot 
her  brother's  lite,  she  writes:  'He  was  born  with 
a  great  gift  of  happiness.  He  loved  to  whistle 
and  sing  and  draw.  He  drew  on  any  bit  of  paper 
he  could  find.  The  sketch  is  his  childish  idea  of 
the  end  ot  the  Boer  War.  I  doubt  of  anv  present- 
day  child  of  under  10  years  doing  such  work 
with  a  mapping  pen'. 
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Stolen  from  the  commanding  officer  of  one  of 
the  Grenadier  Guards  battalions:  a  silver  statu- 
ette of  a  Grenadier.  Information  leading  to 
its  recovery  should  be  sent  to  The  Connoisseur. 


A  commission  upon  which  Eric  Kennington 
was  giving  all  liis  skill  and  energy  at  the  time  of 
his  death  was  the  restoration  of  the  interior  of 
Checkendon  Church,  near  Reading.  As  now 
seen,  this  is  surely  one  of  the  finest  memorials  to 
the  work  of  this  gifted  English  artist  and 
sculptor. 

Miniature  Ships  at  the  Parker  Gallery 

IF  the  demand  tor  antiques  now  greatly  exceeds 
the  supply,  what  does  the  future  hold?  What 
will  be  considered  a  work  of  art  in  a  hundred 
years  timer 

Certainly,  in  the  construction  of  his  remark- 
able series  ot  miniature  ships  Donald  McNarry, 
assisted  by  his  w  ife.  Iris,  has  not  only  provided 
an  answer  in  his  own  field,  but  has  earned  the 
reputation  tor  being  the  finest  model  maker  in 
the  world  today.  Some  of  his  works  were  shown 
at  the  Parker  Gallery  on  Albemarle  Street, 
London,  last  month.  His  model  of  Grosuenor,  a 
26-gun  East  Indiaman  launched  at  Deptford  in 
1770,  is  here  illustrated. 

McNarry's  art  is  unique.  It  can  in  no  way  be 
mass  produced  and  demands  the  use  of  the  finest 
and  smallest  ot  materials  available,  timber  of  the 
closest  grain,  the  finest  ground  paints  and  the 
thinnest  wires  and  filaments.  Some  of  the  rigging 
material  is  •  55  thousandths  of  an  inch  in  diameter. 

Nor  have  any  of  McNarry's  ships  in  faithful 
miniature  been  made  without  a  considerable 
period  of  preparatory  research.  Thereafter  the 
expenditure  ot  1,000  hours  work  on  a  6-inch 


model  is  not  unusual.  His  favourites?  Ships  of 
the  last  half  of  the  seventeenth  century,  especi- 
ally Admiralty  Board  dockyard  models.  But  as  a 
free-lance  professional  shipmodcller,  McNarry 
can  make  any  ship  in  the  most  exact  miniature. 

Noble  Intake 

A  REFERENCE  book  of  incalculable  value  to 
art  historians  and  collectors  as  well  as  to  all 
genealogists  is  Burke's  Peerage,  edited  by  L.  G. 


Pine.  From  the  current  edition  recently  pub- 
lished (10  guineas:  obtainable  from  109-119, 
Waterloo  Road,  London,  S.E.i)  it  is  clear  why 
the  growth  ot  Burke's  Peerage  is  continual. 
Since  it  was  last  published  in  1956,  Mr.  Pine  has, 
in  fact,  had  to  deal  with  a  three-year  intake  of 
nearly  eighty  new  peers  and  baronets  and  four 
hundred  knights. 

One  of  the  chief  topics  for  recording  in  this 
new  edition  is  the  creation  in  July,  1958,  of 
Prince  Charles  as  Prince  of  Wales.  The  perennial 
problem  of  the  House  of  Lords,  and  its  possible 
reform,  is  also  discussed  by  Mr.  Pine  in  his 
preface.  Just  how  essential  Burke's  is  to  those 
whose  work  brings  them  in  contact  with  the 
peerage  is  indicated  in  the  list  of  contents,  which, 
in  addition  to  Royal  lineage,  Peerage  and 
Baronetage,  includes  Precedence;  Orders,  Deco- 
rations and  Medals;  and  Extinct  Titles.  The 
editor  has  decided  to  omit  the  Foreign  Titles 
section  in  this  edition. 

News  in  Brief 

Antique  Dealers'  Fair,  Grosvcnor  House,  1961, 
will  be  held  from  June  7 — June  22. 
Edouard  Georg:  The  next  article  in  our  scries 
dealing  with  contemporary  French  beaux  livres, 
by  W.  |.  Strachan,  will  feature  this  artist's  book 
illustrations. 

Jacqueline  Stevenson,  antique  dealer  of  8,  Bailgate, 
Lincoln,  has  sold  a  set  of  carved  and  gilt  wood 
armchairs,  with  original  material,  to  Lincoln 
Cathedral  for  the  sanctuary. 
Messrs.  H.  S.  U'ellby,  specialists  in  English  and 
Continental  silver,  have  moved  to  new  premises 
at  16c,  Grafton  Street,  London,  W.i. 
Guide  to  Marks  of  Origin  on  British  and  Irish  Silver 
Plate,  by  Frederick  Bradbury  (10th  cd.)  has  been 
published.  It  can  be  obtained  through  any  book- 
seller (paper  cover  8s.  6d.,  or  in  blue  leather, 
20s.,  postage  6d.),  or  direct  from :  Messrs. 
J.  W.  Northend,  Ltd.,  West  Street,  Sheffield  1. 


(Left).  Two  pottery  figures  (35  and  35A  in.  high)  of  tomb  attendants, 
in  green,  brown  and  cream  glaze,  the  heads  unglazed  but  with  traces 
of  red  pigment:  T'ang  Dynasty,  618-906.  In  the  possession  of  Messrs. 
Wm.  Clayton,  38,  Bury  St.,  London,  S.W.I.  (Below).  Donald 
McNarry's  waterline  model,  13,'  in.  long,  of  Grosvcnor,  from  the 
A.  S.  Cussons  Collection.  See  'Miniature  Ships  at  the  Parker  Gallery'. 


KENSINGTON    ANTIQUES   FAIR  (at 

Kensington  Town  Hall,  London,  from  August 
24 — September  8).  I.  One  of  a  pair  of  24  in, 
high  armorial  Talavera  vases,  Spanish,  r.  1580, 
which  will  be  exhibited  by  Gordon  Hand. 

DELFT  ART  &  ANTIQUE  DEALERS' 
FAIR  (at  Prinsenhof-Museum,  Holland,  from 
August  24 — September  14).  2.  This  important 
work,  by  Willem  van  de  Velde  the  Younger 
(canvas,  23)  x  29.]  in.),  from  the  Baron 
Thysscn  Collection,  will  be  seen  on  the  stand 
of  G.  Cramer  of  The  Hague. 
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NORTHERN  (HARROGATE)  ANTIQUE 
DEALERS'  FAIR  (at  the  Royal  Hall,  Harro- 
g.ite,  from  August  25 — September  1).  3.  One 
of  a  pair  of  carved  wood  and  gilt  girandoles 
(Charles  Lumb).  4.  Regency  carved  mahogany 
and  gilt  table  (J.  &  W.  Tweed).  5.  'The 
Burton  Hunt',  by  John  Ferneley  (Leger 
Galleries).  6.  'The  Chair  Mender',  by  Ed- 
mund Bristow  (M.  Newman).  7.  Coffee  pot, 
of  in.  high,  by  Jacob  Marshc,  London,  1744 
()anies  R.  Ogden).  8.  'Summer  Flowers',  by 
Gaspare  Lopez  (Rayner  MacConnnl).  9. 
F.ightccnth-century  mahogany  bureau  cabinet 
(Quinneys).  10.  Walnut  and  gilt  mirror,  c. 
1720  (Blaise  Preston). 
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Southwark  (Alias  Lambeth)  Delftware 
and  the  Potter,  Christian  Wilhelm:  1 


By  Hugh  Tait 

1  I  'HIS  article  is  concerned  with  the  delftware,  familiar  to 
-L  many  readers  as  'Lambeth  delft',  but  which  is,  as  I  hope  to 
show,  really  'Southwark  delft',  the  product  of  the  potter, 
Christian  Wilhelm  between  1628  and  1645.  Bernard  Rackham  in 
the  Transactions  of  the  English  Ceramic  Circle  (1959)  perpetuates 
the  traditional  view  that  London  delftware  (c.  1630-60)  in  the 
style  of  Bernard  Palissy  ware  was  made  by  an  'unknown 
Lambeth  potter  (or  potters)'.  In  point  of  fact,  the  first  Lambeth 
delftware  manufacture  has  been  shown  by  Dr.  Garner  to  date 
from  about  1665.  Indeed,  though  Dr.  Garner  stated  in  his  book 
that  the  Southwark  potteries  made  most  of  the  'Lambeth  delft'  up 
to  1660,  he  took  refuge  in  the  label  'London'  to  describe  the 
English  delftware  of  the  first  half  of  the  seventeenth  century 
which  he  illustrated  in  his  book.  Nevertheless,  Dr.  F.  H.  Garner 
pointed  the  way,1  by  establishing  some  of  the  facts  about  the 
existence  of  Christian  Wilhelm  and  his  delftware  pottery  in 
Southwark,  but  he  failed  to  identify  any  group  of  delftware  as 
Wilhelm's  work  and  neither  solved  the  origins  of  the  man  nor 
the  length  of  his  working  life.  A  fresh  search  through  the  docu- 
ments has  led  me  to  the  possible  solution  of  these  problems.  Also, 
the  recent  publication  of  several  English  delftware  jugs  in  col- 
lections in  Germany,  by  Graf  zu  Solms-Laubach,2  caused  me  to 
study  them  when  I  was  there  and  so  enabled  me  to  fill  in  the 
picture  of  Christian  Wilhelm's  work. 

The  earliest  extant  record3  of  Christian  Wilhelm  is  1617. 
Under  the  heading  'The  Names  of  Handycraftmen,  members  of 
the  Dutch  Congregation  111  London,  with  their  wyves,  children, 
and  servants,'  and  below  the  sub-heading  of: 

'Frcedenysons 

In  the  suburbs  of  London 

St.  Olavs  Parish,  Southwark.' 
comes  this  entry: 

'Christian  Willcms,  vinaigremaker,  Ncclkin  his  wyfe,  Marie 

her  sister,  one  child  borne  here,  and  one  beyond  the  Seas.' 

This  document  proves  that  in  1617  he  was  a  member  of  the 
Dutch  Congregation  in  London  and  suggests  that  when  he  came 
to  England  he  was  already  married  with  one  child.  It  is,  therefore, 
fair  to  deduce  that  he  was  born  at  least  by  1  595,  if  not  earlier.  His 
occupation  in  1617  was  making  vinegar.  He  did  not  at  that  time 
claim  to  be  a  potter  and  his  later  development  as  such  was 
evidently  a  new  trade  which  he  learnt  and  practised  after  he  had 
been  in  England  a  few  years:  rather  as  the  brothers  David  and 
John  Philip  Elers  did  towards  the  end  of  the  seventeenth  century. 

The  second  record1  to  survive  is  dated  1 8th  September,  [618. 
Under  the  heading  of 'Return  of  Aliens  in  the  parish  of  St.  Olavc, 
Southwark'  is  the  following  entry: 

'Christian  Whclhames,  gallv  pott  maker  and  aquivtay  styller, 

bourne  111  pallsgrafsland  and  his  wife  and  Mary  Miller  his  wifes 

1  F.  H.  Garner:  English  Delftware  (Faber  <.\  Faber,  1948).  Trans,  of  English  Ceramic 
(  Hi  le,  Vol.  1  part  4  (1937)  pp.  41-66. 

2  Englische  Fayencen  tier  1.  Halfte  des  17  Jahrhwiderts  unter  ostasiatiscliem  Einfiuss: 
published  in  Berichtc  tier  Deutschen  Kerainisch.cn  Gcsellschaft  c.V.  Vol.  }j  pt  6 
(June  1956). 

:l  The  Huguenot  Society  of  London:  Vol.  X  Part  m.p.  172. 

1  State  Papers: James  1 :  Vol.  99.  No.  44.  The  H-tgue'not  Society  op.  at.  p.  117. 
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syster,  both  borne  in  Daventry  in  Gelderland,  they  have  byne 

(here)  the  one  26  ycrs  and  her  syster  10  years. 

(signed)    Christian  Wilhelm 
Mary  Molnere  (>)' 
Here  is  the  man's  own  signature  and  I  have  adopted  his  own 
spelling  of  his  name  throughout  this  article. 

By  September,  1618,  therefore,  Christian  Wilhelm  was 
describing  himself  as  a  delftware  potter  '  but  was  also  earning  a 
living  as  a  distiller.  The  clerk  who  wrote  this  entry  was  not  con- 
versant with  the  names  of  foreign  towns  and  so  wrote  'Daventry 
in  place  of  Devcnter,  probably  because  he  knew  of  the  North- 
amptonshire town  of  Daventry.  When  he  came  to  record 
Wilhelm's  birthplace,  he  crossed  out  his  poor  attempt  to  spell  the 
name  of  the  town  and  merely  wrote  the  name  of  the  country, 
'Pallsgrafsland'.  This  word  has  always  been  read  and  published4 
as  'Pallsgrassland'  but  the  V  is  long  and  can  equally  well  be  read 
as  an  'f',  in  which  case  it  makes  good  sense  as  the  'land  of  the 
Pallsgraf  or,  in  its  English  form,  the  Palgrave.  The  Palgrave,  a 
titular  office  under  the  Holy  Roman  Empire,  was  in  the  late 
sixteenth  and  early  seventeenth  centuries  the  ruler  of  the  Rhenish 
Palatinate.  Its  boundaries,  as  every  student  of  modern  European 
history  knows,  were  constantly  changing  during  this  period, 
especially  where  it  abutted  Geldersland  and  the  Low  Countries 
along  the  Rhine  Valley  (the  historv  books  call  it  the  'problem  of 
Clevcs-Jurlich  question').  Although  it  is,  therefore,  impossible  to 

5  'Gallywarc'  was  the  contemporary  name  for  delftware  and  .1  'gaily  pott  maker 
u  as  a  delftware  potter.  The  name.-  'delftware'  \\  as  not  applied  to  the  English  manu- 
facture until  about  the  middle  of  the  eighteenth  century,  though  the  Dutch  ware- 
was  known  by  this  name  in  the  seventeenth  century. 
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say  precisely  where  Wilhelm  was  born,  it  is  fair  to  assume  that, 
as  he  was  a  member  of  the  Dutch  Congregation  and  married  a 
woman  of  Deventer,  he  came  from  that  part  of  the  Rhenish 
Palatinate  then  bordering  the  Low  Countries;  and  though  tech- 
nically a  citizen  of  the  Holy  Roman  Empire  and  a  subject  of  the 
Palgrave,  he  was  probably  more  Dutch  than  German. 

From  the  same  entry  a  puzzling  piece  of  information  emerges: 
apparently  his  wife  had,  in  [618,  been  in  England  26  years, 
which  means  she  came  to  England  in  1592.  She  need  not  have 
been  very  old  at  the  time,  let  alone  married  to  Christian  Wilhelm. 
Their  marriage  could  have  taken  place  in  England  any  time 
before  about  1615  and  the  child  who  was  described  111  the  1617 
entrv  as  'borne  beyond  the  Seas'  may  have  been  born  during  a 
return  visit  to  her  home  in  Geldersland.  Her  sister,  Mary,  appears 
to  have  joined  her  in  160S. 

There  survive  three  documents"  proving  not  only  that  in  1622, 
1624  and  1625  Christian  Wilhelm  was  a  resident  of  St.  Olave's 
Parish,  Southwark,  but  establishing  the  exact  site  of  his  workshop. 
Under  the  heading  of: 

'Villa  ct  Burgus  etc.  Southwark 

St.  Olaves  Parish 

Estrangcrs  on  the  Waterside' 
are  the  following  entries: 

1622   Christian  Wilhchne    .      .     iiij  li  goodes  viijs 

1624  Christian  Wilhelme    .      .     iiij  li  goodes  xxjs  iiijd 

1625  Christian  Gwilhclme  .      .    iiij  li  goodes  xvjs 

The  161 X  record  of  Christian  Wilhelm  is  to  be  found  not 
under  the  sub-heading  of  the  name  of  a  street  or  alley  but  under 
the  sub-heading  'In  the  Mays'.  This  suggests  that  along  the 
'waterside'  there  was  an  irregular  jumble  of  houses  which,  for 
want  of  a  proper  location  name,  was  called  the  Maze.  It  was  here 
that  our  potter  had  settled. 

By  the  end  of  eight  years  of  experiment  and  achievement. 
Christian  Wilhelm  was  in  sufficient  command  of  the  art  of  pot- 
making  and  tin-glazing  to  set  himself  up  as  a  delftware  potter  of 
some  consequence,  as  the  next  document7  shows: 

Petition  of  Christian  Wilhelm,  Gallipot  Maker  to 
the  King.  About  23  years  ago  petitioner  came  into 
22 Jan.  1628  the  realm  to  plant  the  making  of  smalt,  of  which 
he  was  the  inventor.  One  Abraham  Baker  obtained 
a  patent  for  this  invention,  and  otherwise  sup- 

•  The  Huguenot  Society  op.  cit.  pp.  255.  264,  275. 
7  Stdtc  Papers,  Domestic,  1 627-1628  p.  526. 
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1.  Chinese  Porcelain  Dish  (diam.  S  ins.).  I  'ict.ni.t  &  Albei  t  Museum.  This 
piece  is  illustrated  to  show  the  type  of  Ming  bluc-and-white  'bird-on-the- 
rock'  design  which  served  as  a  prototype  tor  Christian  Wilhelm  to  copy. 
Pieces  ot  Chinese  porcelain  with  many  slight  variations  of  this  theme  ot 
decoration  were  reaching  Europe  about  1620  and  Christian  Wilhelm  was, 
in  162S,  the  first  European  potter  to  copy  it  and  try  to  rival  it.  Several 
years  later  the  Dutch,  the  Hamburg  and  the  Frankfurt  delftware  potters 
began  to  imitate  this  Ming  porcelain. 

2.  Bottle,  1628  (height  7|  ins.).  FitzunUiam  Museum  (Glaisltcr  1293).  Long 
since  recognised  as  the  earliest  dated  example  of  English  delft  decorated 
with  a  scene  painted  in  blue  alone,  this  bottle  has  a  form  of  decoration 
closely  copying  the  Ming  porcelain.  Certain  characteristics,  such  as  the 
'windmill'  flower,  the  panel  created  by  two  broad  strokes  of  blue  on  either 
side  ot  the  base  ot  the  handle,  beneath  which  is  written  the  date,  and  the 
'draped'  clouds  sometimes  forming  spirals,  re-appear  on  many  examples  of 
the  group.  The  panel  motif  seems  to  derive  from  the  contemporary  tall 
jugs  of  Hamburg  faience  (No.  21  in  Part  2  of  this  article)  or  directly  from 
the  Chinese  or  even  the  Persian. 

3a.  Bottle,  1628  (height  7]  ins.).  British  Museum.  Although  given  to  the 
Museum  by  Franks  111  i88y,  this  bottle  was  omitted  from  the  Catalogue  of 
English  Pottery  (1904)  because  it  was  thought  to  be  French  faience  and  is 
recognised  and  illustrated  here  for  the  first  time.  The  blue  is  darker  than  on 
the  Glaisher  bottle,  but  the  drawing  of  the  birds  and  the  flowers  is  clearly 
by  the  same  hand.  The  '1628'  is  the  earliest  date  yet  found  on  English  delft- 
ware bottles.  These  are  the  first,  therefore,  of  the  long  line  of  dated  'Sack- 
bottles'. 

3b.  Bottle,  1628:  another  view  of  3a.  British  Museum.  The  bird  swooping 
down  is  copied  from  Ming  porcelain  and  the  decorative  bands  above  and 
below  .ire  similar  to  the  Fitzwilliam  Bottle:  particularly  so  is  the  band  with 
the  motif  of  three  slantly  parallel  lines  separated  by  three  or  four  dots  also 
arranged  in  a  parallel  slanting  line.  This  simple  but  effective  motif  only 
occurs  on  two  other  pieces  of  English  delftware  (see  No.  4,  and  No.  29  111 
Part  1  1  of  this  article). 

4.  Bottle,  1628  (height  s  ins.  handle  restored)  Rous  Lench  Collection.  Not 
only  the  decorative  band  round  the  neck,  but  the  drawing  of  the  birds,  the 
plants  and  the  'draped'  clouds-  here  developed  at  one  point  into  an 
exuberant  spiral— are  from  the  workshop  ot'  the  same  artist-potter.  The 
date  is  written  vertically  and  the  figures  are  formed  111  a  different  way, 
particularly  the  '  1 '  with  a  dot  and  the  '8'  which  commences  ami  ends  at  the 
top  left.  It  is  signific  ant  that  the  only  surviving  three  objects  of' this  group 
dated  1628  are  bottles  ot  the  traditional  stoneware  'grey-beard'  jug  type: 
the  new  potter  did  not  otter  new  tonus  as  w  ell  as  new  decoration. 
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5.  Mug:  'Mrs.  Mary  Hooper  1629'  (height  s  ins.).  Private  Collection.  The 
only  surviving  example  of  this  group  for  the  year  1629,  this  mug  is 
obviously  decorated  by  the  same  hand  as  the  Rous  Lcnch  bottle.  This 
painter  has  introduced  two  new  features:  the  winged  insect,  probably  a 
Hy,  and  the  name  of  the  person  for  whom  it  was  made,  and  there  is  only 
one  band  of  decoration  of  the  simplest  kind.  The  'feathery  fern  leaf,'  first 
seen  on  the  Rous  Lench  1628  Bottle,  re-appears  on  this  and  later  pieces. 


6.  Posset-pot:  'Stephen  Gardner  1631'  (height  8j  ins.).  Fitzwilliam  Museum 
(Glaisher:  1294).  The  characteristics  of  the  lettering  and  the  drawing  on 
this  posset-pot  are  repeated  on  the  Bulges  1631  Mug  and  the  Greene  1635 
Mug  (Nos.  7  &  14).  The  decorative  band  around  the  toot  and  the  rim  of  the 
lid  is  only  a  variant  of  the  lowest  band  ot  decoration  on  the  neck  ot  the  Rous 
Lench  1628  Bottle.  This  has  the  added  distinction  ot  being  the  earliest  dated 
posset-pot  in  English  delftware. 


7.  Mug:  'William  and  Elizabeth  Burges,  24th  August  1631'  (height  6.5 
ins.).  I  'ictoria  and  Albert  Museum.  Formerly  in  the  Museum  of  Practical 
( leology,  fermyn  St.,  London,  the  mug  also  bears  the  date  1632  under  the 
handle,  from  which  it  can  be  reasonably  deduced  that  the  mug  was  executed 
111  [632  to  record  an  event  that  took  place  in  the  previous  August.  The 
quality  ot  the  painting  exactly  resembles  that  on  the  Rous  Lench  1628 
Bottle. 


8a.  Back  of  Posset-pot :  1032  (height  8.1  ins.).  British  Museum.  This  example 
comes  from  the  Franks  Collection  (1887)  and  the  front  view  is  illustrated  in 
the  English  Pottery  Catalogue.  (E.  101.)  If  the  top  of  the  knob  on  the  lid 
had  not  been  broken,  the  measurements  would  be  identical  to  those  ot  the 
1631  Posset-pot  in  the  Fitzwilliam  Museum.  The  blue  is  paler  and  the 
drawing  rather  more  careless,  as  in  the  spiral  clouds,  but  there  is  no  doubt 
that  it  is  from  Christian  Wilhelm's  workshop.  The  division  into  panels  and 
two  of  the  decorative  bands  are  in  the  same  manner  as  previous  examples. 


8b.  Posset-pot:  [632  (inside  of  lid).  British  Museum.  This  detail  ot  the  date 
[632  inside  the  lid  of  the  same  posset-pot  shows  an  accomplished  calli- 
graphical  way  of  filling  111  the  space  beneath  the  date— .is  011  the  British 
Museum  1628  Bottle  (No.  3).  The  date  [632  is  also  written  111  a  more 
cramped  form  under  the  left  handle  ot  the  posset-pot. 
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22 Jan.  [628  planted  the  petitioner,  who  would  have  been 
undone,  but  that  he  found  out  gallipot  making. 
Prays  that  he  may  be  at  liberty  to  make  blue 
starch,  alias  smalt  notwithstanding  Baker's  patent, 
that  he  may  be  sworn  the  King's  servant  for  mak- 
ing galliware,  and  that  a  workshop  for  making 
and  drying  galliware,  may  be  permitted  to  stand, 
although  erected  in  a  garden,  on  blocks,  contrary 
to  the  building  now  in  use.  (Underwritten  is  a 
reference  to  the  Attorney-  &.  Solicitor-General  to 
draw  up  a  licence  for  continuing  the  workshop 
above  mentioned.) 
Within  six  months  Wilhclm's  petition  was  granted,  as  is 
testified  by  this  document : 8 

Grant  of  privilege  to  Christian  Wilhelm  of  the 
12  July  1628  sole  manufacture  of  gallyware  in  England,  for  14 
Westminster  years,  he  being  the  first  inventor  thereof,  on  pay- 
ment to  the  Crown  of  13  1.  per  annum. 
The  year  1628,  therefore,  sees  Christian  Wilhelm  established 
by  royal  grant  of  privilege  as  the  sole  manufacturer  of  gallyware 
for  fourteen  years.  The  possession  of  this  monopoly,  from  162S 
to  1642,  must  have  placed  Christian  Wilhelm  of  South wark  in  a 
very  strong  position,  driving  out  or  away  any  rival  delftware 
potters  in  London. 

From  Wilhclm's  petition  it  transpires  that  he  came  to  England 
about  1605,  approximately  thirteen  years  after  Neelkin,  who 
later  became  his  wife.  His  own  petition  bears  out  that  he  was  not 
a  potter  when  he  came  to  England  but  a  maker  (he  actually  claims 
to  be  the  'inventor')  of  smalt,  which  was  the  blue  then  used  both 
for  starch  and  for  obtaining  the  cobalt  blue  used  to  decorate  the 
tinglazed  pottery.  Unfortunately,  Christian  Wilhelm  was  legally 
prevented  from  making  smalt  when  a  patent  was  granted  to  a 
man  called  Abraham  Baker.  However,  Wilhclm's  story  does  not 
ring  true,  in  the  light  of  the  following  document:" 
16  Feb.  1619  Licence  to  Abraham  Baker  to  make  and  sell 
Colcheter  smalt  for  thirty-one  years. 

It  was  not  until  16 19  that  Baker  had  the  patent  and  in  1617 
Christian  Wilhelm  was  describing  himself  as  a  'vinaigrcmakcr' 
and  in  1618  as  a  'galley-pott  maker  and  aquivtay  styller'.  He 
made  no  claim  to  be  a  smalt  maker  before  16 19,  and  perhaps 
that  is  why  that  part  of  his  petition  was  not  granted  in  1628  and 
the  patent  was  allowed  to  remain  with  Baker.  Wilhelm  admits  111 
his  petition  that  he  'found  out  gallipot  making'  at  a  late  date  after 
his  arrival  in  England,  but  the  evidence  does  not  support  his 
claim  that  he  did  so  because  he  was  prevented  from  making  smalt 
nor  that  he  was,  in  fact,  the  inventor  of  the  making  of  smalt.  By 
[618  he  had  begun  to  learn  the  craft  of  gallipot  making.  Yet  in 
that  year  he  still  does  not  describe  himself  as  a  smalt  maker. 
Clearly,  bad  feelings  existed  between  Baker  and  Wilhelm.  A 
document10  dated  8th  May,  1604,  shows  that  'Abraham  de  Baker, 
born  in  Ghent  in  Flanders'  was  then  granted  denization  and  tins  is 
confirmed  in  another  document,"  dated  [618: 

"A  true  Certificate  of  names  of  Straungers  residing  and  dwell- 

inge  within  the  City  of  London  

Bishopsgate  I  \  rard 

Abraham  Baker,  merchaunte,  borne  in  Gent,  under  the 
obedience  of  the  Archduke  Albertus,  and  now  a  subject  to 
King  James  of  Englande.' 

The  year  before  his  patent  for  smalt  making  was  granted,  he 

8  Op.  cit.  p.  207. 

'  Op.  cit.  1618-1619 p.  [5. 

10  Patent  Roll,  2  fames  I  part  32.  Huguenot  Society  of  London,  Vol.  iH  p.  6. 

"  Sliiic  Papers,  Domestic,  James  I.  Vol.  102.  Huguenot  Society  of  London  Vol.  10  part 

in  p.  194. 


was,  therefore,  living  in  Bishopsgate  Ward  as  a  Merchant  and 
apparently  as  a  bachelor.  However,  by  1623  his  financial  state 
was  unstable — whether  because  of  Christian  Wilhclm's  experi- 
ments or  some  other  rivals  is  not  clear — for  only  the  following 
brief  document'2  survives: 

(Sec.  Conway)  to  the  Lord  Keeper.  Requests  the 
'20  May  1623:  favour  for  the  petition  of  Abm.  Baker,  who  is 
Theobalds.  compelled  by  foul  practices  to  sue  in  his  court 

'in  forma  pauperis'.' 
Although  Christian  Wilhelm  failed  111  his  attempt  to  escape 
from  the  effects  of  Baker's  patent  of  smalt  making  in  1628,  he 
was  successful  in  obtaining  permission  to  continue  to  have  his 
'workshop  for  making  and  drying  galliware'  situated  in  the 
garden  on  blocks.  I  here  had  clearly  been  an  attack  on  Wilhclm's 
right  to  use  a  workshop  of  this  kind — perhaps  instigated  by  the 
impoverished  Baker — and  he  was  extremely  fortunate  when,  111 
July,  1628,  the  royal  grant  vindicated  him. 

Several  documents13  for  the  year  1635  survive  to  show  that 
Abraham  Baker  was  still  operating  his  monopoly  for  smalt- 
making.  The  first  document  reads: 

'Petition  of  George,  Earl  of  Kinnoul  to  the  King.  King  James, 
by  letters  patent  dated  16th  February  161 8 — [619  at  the  request 
of  George,  late  Earl  of  Kinnoul,  Chancellor  of  Scotland, 
granted  to  Abraham  Baker  the  sole  making  of  smalts  for 
thirty-one  years,  at  the  yearly  rent  of  20  1.  The  present  King  on 
the  2  1  st  Feb.  1625 — 1626  demised  to  the  same  Earl  all  customs 
payable  for  'smalts,  potashes,  and  safcrs'  imported  for  24  years 
at  the  rent  of  240  1.  The  said  Earl  made  petitioner,  his  son,  his 
executor,  whereby  the  trust  of  the  lease  to  Baker  and  the 
interest  in  the  other  lease  are  accrued  to  the  petitioner.  Prays 
grants  of  the  sole  making  of  smalts  and  the  customs  before 
mentioned,  for  21  years  from  the  expiration  of  the  several 
terms  already  granted  therein.' 

Two  more  documents  follow,  explaining  the  grounds  of  the 
favours  solicited  by  the  Earl  in  the  petition,  and  a  third  document 
is  a  'Statement  of  Sec.  Windebank  of  the  demands  of  the  Earl  of 
Kinnoul  and  the  answers  thereto,  the  latter  being  in  the  negative. 
It  appears  that  neither  the  late  Earl  nor  the  present  had  ever  paid 
rent  of  240  1.  reserved  in  the  grant  of  21st  February  1625 — 1626'. 

Christian  Wilhelm  must,  therefore,  have  had  to  choose 
between  buying  his  smalt  from  Abraham  Baker,  buying  im- 
ported smalt  (the  customs  on  which  had  been  demised  by  Charles 
1  to  the  Earl  of  Kinnoul)  which  was  probably  dearer,  or  running 
the  risk  of  making  it  himself  and  so  contravening  Baker's 
monopoly. 

Clearly,  Christian  Wilhelm  was  irked  by  this  restriction  on  his 
activities  for  making  his  own  smalt,  for  the  last  surviving  docu- 
ment" to  refer  to  Christian  Wilhelm  which  is  dated  1638  shows 
that  he  was  not  .1  man  who  was  readily  prepared  to  take  'No'  for 
an  answer. 

'Reasons  to  induce  his  Majesty  to  compound  and  take  in  hand 
two  patents  granted  out  for  stuff  to  make  blue  starch  as  safter 
and  potashes.  The  patents  complained  of  were  granted  by 
fames  I  on  20 January  in  the  16th  Year  of  his  reign  for  3  1  years, 
to  Sir  George  Hayes,' •r'  but  really  for  the  benefit  of  Abraham 
Baker,  a  Dutchman,  born  in  Flanders.  Great  misconduct  is 
attributed  to  Baker  by  the  writer  of  the  present  paper,  who 
prays  the  King  to  withdraw  the  patent  from  Baker  and  confer 
it  upon  Christian  Wilhelm,  the  first  man  that  invented  smalts 
in  this  kingdom,  and  from  whom  Baker  had  his  insight,  and  so 

'-  State  Papers,  Domestic,  [623-1624  p.  586. 

1:1  State  Papers,  Domestic,  Charles  [,  [635-1636  p.  46. 

"  Op.  cit.  [638-1639  p.  250. 

1  '  I  atei  made  Karl  of  Kinnoul  (this  is  the  author's  footnote). 
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got  a  patent  over  his  head.  The  writer  further  states  that  there 
is  a  stuff  called  'banlli'  that  is  better  for  blue  than  potashes,  and 
that  Wilhelm  has  invented  the  making  of  white  earthern  pots, 
glazed  both  within  and  without,  which  show  as  fair  as  China 
dishes. 

This  illuminating  document  offers  a  wonderful  and  rare 
glimpse  into  the  competitive  struggles  within  the  new  craft  of 
delftware  manufacture  in  England.  Unable  to  obtain  exemption 
from  Baker's  monopoly  by  simple  request  in  1628,  Christian 
Wilhelm,  ten  years  later,  attempts  to  have  the  patents  withdrawn 
from  Baker  and  conferred  on  himself  (alas,  no  record  survives  to 
testify  whether  he  was  successful  or  not).  He  reinforces  his 
petition  by  blackening  Baker's  reputation  and  reiterating  his 
claim  to  be  the  inventor  of  smalts  in  England,  which  he  en- 
deavours to  show  is  highly  probable  by  stating  that  he  found  a 
way  to  improve  the  blue.  By  'barilli'  he  means  the  ashes  from  a 
certain  sea-plant  (genus  Salsola)  which  grows  in  the  Levant,  in 
Spain,  Sicily  and  Sardinia,  and  the  Canary  Islands,  and  which 
have  a  much  higher  percentage  of  sodium  than  potashes  (the 
ashes  from  wood).  Barilli  was  at  this  time  imported  from  the 
Levant  and  used  in  Venice  for  glass-making  for  this  reason. 
Finally,  Christian  Wilhelm  finishes  with  a  flourish,  claiming  to 
rival  'China  dishes'  with  his  white  earthenware  pots  glazed  both 
inside  and  out;  an  achievement  which  he  claims  to  be  entirely  his 
invention. 

No  further  documents  relating  to  Christian  Wilhelm  have 
been  traced,  but  clearly  the  date  of  his  death  is  at  least  ten  years 
later  than  Dr.  Garner's  previously  published  estimate  of  "about 
1632',"'  and  'about  1630  . 17  A  little  more  information  about  his 
workshop  can  be  gleaned  from  the  'Return  of  Aliens  in  the  Parish 
of  St.  Olave,  Southwark'  dated  [8th  September,  i6i8;,k  for 
under  the  same  sub-heading  as  Christian  Wilhelm's  entry  of  'In 
the  Mays'  are  the  following  entries: 

Chrystyan  Lowest,  borne  111  Dollett,  in  Holland,  gallipott 

maker,  5  wcekes  byn  her. 

111  Tr.ms.  of  English  Ceramic  Circle  op.  cit.  p.  45. 

17  H.  Garner  op.  cit.  p.  7.  Wilhelm  is  stated  by  Graf  zn  Solms-Laubach  to  have 
'died  in  1635',  op.  eit  p.  176,  hut  no  authority  is  quoted. 

IK  Stale  Papers,  Domestic,  James  I,  Vol.  99.  No.  43.  Huguenot  Society  op.  cit.  p.  226. 
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9.  Tankard:  1632  (height  8.6  ins.).  Victoria  and  Albert  Museum.  Of  a  very 
similar  pale  blue  and  inferior  quality  painting  as  the  British  Museum  1632 
Posset-pot,  this  tankard  is  a  unique  shape  in  English  delttware.  The  bands  ot 
decoration  are  slight  variants  of  motifs  already  seen  on  the  Rous  Lench  1 62  N 
Bottle  and  the  Fitzwilliam  163 1  Posset-pot.  The  same  motif  occurs  on  the 
rim  of  a  basin  (Glaisher  Collection,  No.  1396),  the  centre  of  which  is  poly- 
chrome painted  with  fruit  and  a  shield  inscribed  RSE  1634.  Not  previously 
published  or  illustrated,  this  tankard  was  purchased  by  the  Museum  in  1949. 


10.  Ring-handled  Jar:  1632  (height  $\  ins.).  Private  Collection.  Formerly  in 
the  Howard  Collection,  this  globular  pot  is  the  only  recorded  example  of 
this  shape  and  form  in  English  pottery.  That  Christian  Wilhelm  invented 
the  form  is  quite  probable,  for  in  1632  his  trade  would  have  been  well 
established  and  being  of  a  proven  experimental  adventurous  nature,  un- 
fettered by  years  of  apprenticeship  to  the  trade,  he  might  be  expected  to 
give  reign  to  his  ideas  on  shapes.  The  decorative  band  under  the  rim  is  a 
new  variant  of  that  on  the  Burgcs  Mug  163  1  (No.  7),  but  in  all  other  re- 
spects it  is  similar  to  the  previous  examples. 


11.  Mug:  'John  Potten  and  Susanna  1633'  (height  y\  ins.).  Fitzwilliam 
Museum  (Glaisher  Collection  1295).  There  is  an  absence  of  any  of  the  bands 
of  decoration,  and  the  drawing  is  so  much  less  competent  that  it  suggests 
the  work  of  an  assistant  in  Christian  Wilhelm's  workshop.  The  feathers 
between  the  legs  and  tail  are  not  rendered  in  parallel  lines  but  in  a  rapid 
zig-zag.  The  wings  are  scarcely  drawn  and  the  clouds  are  worse  than  on  the 
1632  Tankard  and  Posset-pot.  Furthermore,  the  lettering  is  different. 
Especially  noticeable  is  the  different  'T'  and  'S'  as  compared  with  Nos.  5, 
6,  7  &  14. 


12.  Jug:  1633  (height  9  ins.).  Fitzwilliam  Museum  (Glaisher  Collection  1296). 
This  jug  is  remarkable  in  combining  a  maiolica  decorative  motif  on  the 
neck  and  the  Ming  'birds-on-the-rock'  design  on  the  body.  The  narrow 
decorative  bands  above  and  below  are  yet  further  variants  ot  those  on  the 
neck  ot  the  Rous  Lench  162X  Bottle.  The  drawing  is  very  similar  to  that  on 
the  John  Potten  Mug  and  repeats  several  of  the  new  features:  e.g.  the  in- 
distinct draped  clouds  and  the  strange  'flowers'  hanging  from  the  clouds. 
That  the  new  assistant  was  conversant  with  the  maiolica  decorative  panels 
is  very  significant. 


13.  Jug:  1634  (height  7;;  ins.).  Museum  fur  Kunsthandwerk,  Frankfurt-am- 
Main.  This  jug  is  another  piece  of  unique  shape  111  English  delttware,  with 
its  neck  reminiscent  of  German  stoneware  jugs.  Y<  t  the  handle  is  not  a 
Continental  type.  With  its  vertical  groove  and  its  scroll-end,  this  handle 
closely  resembles  the  larger  version  on  the  Samson  and  the  Lion  Jug  in  the 
British  Museum  (No.  18  in  Part  II  of  this  article).  The  style  of  drawing  is 
clearly  that  ot  Christian  Wilhelm's  workshop.  The  decoration  of  the  neck 
is  merely  an  extension  of  the  motif  on  the  neck  of  the  Rous  Lench  i62cS 
Bottle  and,  though  the  band  on  the  shoulder  has  a  new  and  intricate  design, 
the  panel  by  the  handle,  the  tilling  in  of  the  area  below  the  date,  and  the 
two  decorative  bands  below  are  in  his  manner.  The  'fern-leaf  composition 
on  this  side  ot  the  jug  is  a  repeat  of  the  design  on  the  ex-Howard  1632  |ar 
(Mo.  10)  and  can  be  seen  again  011  the  next  piece.  The  blue  smalt  is  very 
granular  and  the  glaze  very  pink  on  tins  piece,  but  it  is  obvious  that 
Christian  Wilhelm  was  always  experimenting. 


14.  Mug:  [635  (height  6\  ins.).  London  Museum.  This  mug  has  the  longest 
inscription  of  this  group:  'James  and  Elizabeth  Greene  Anno  [635.  The 
gift  is  small:  Goodwill  is  all'.  The  painting  gives  every  indication  of  being 
by  Christian  Wilhelm  himself:  it  is,  indeed,  similar  111  colour,  quality  and 
detail,  as  is  the  lettering,  to  that  111  Nos.  4,  6,  &  7,  though  the  drawing  is 
crispcr  ami  the  line  is  sharper,  ami  the  heads  of  the  buds  more  angular. 
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15.  Plate:  1036  (diani.  10;  ins.).  Fit:william  Museum  {Glaisher  Collection: 
1298).  Although  neither  the  'birds-on-the-rocks'  nor  the  decorative  bands 
appear  on  this  plate,  the  crudely  drawn  spiral  cloud,  the  windmill  flowers, 
the  two  groups  ot  dots  and  the  insect  are  very  similar  to  those  on  the  1633 
Jug  (No.  12).  This  is  the  last  of  the  dated  pieces  belonging  to  this  group  of 
Ming  decorated  deltt  from  Christian  Wilhelm's  workshop.  A  similar  plate, 
undated,  is  in  the  Saffron  Walden  Museum. 


[6.  Mug:  'Thomas  Balard  1044'  (height  6.2  in.).  British  Museum.  An 
unexpected  (and  hitherto  unrecorded)  survival,  in  the  same  workshop 
tradition  and  executed  six  years  atter  the  last  recorded  evidence  of  Christian 
Wilhelm's  activity,  appeared  this  year  at  Sotheby's  and,  with  the  generous 
co-operation  of  Tilley  &  Co.,  was  purchased  by  the  Museum.  This  Mug, 
though  incompetently  painted  by  an  assistant,  displays  many  of  the 
characteristics  of  Wilhelm's  workshop.  Although  the  painting  is  little  better 
than  on  the  John  Potten  163  3  Mug  and  the  other  163  3  Jug  (Nos.  1  1  &  12), 
the  style  is  much  freer  and  broader;  nor  is  the  lettering  the  same  as  011  the 
John  Potten  Mug.  Indeed  the  only  parallel  is  to  be  found  on  the  Mrs.  Mary 
Hooper  1629  Mug  (No.  5),  but  of  course,  the  painting  is  not  by  the  same 
hand.  Significantly,  the  decorative  motif  of  a  '3'  (alternately  used  111  reverse), 
which  appears  on  the  neck,  is  absent  from  any  ot  the  earlier  pieces. 


John  Roogosse,  by  trade  a  gallic  pott  maker,  bornne  in  Midl- 
borowe,  byn  here  2  ycres,  one  child  bornne  there  to,  Madlyen 
the  wyfe  of  the  saydjohn.  His  X  niarkc.  Her  X  marke. 
These  two  gallypot  makers  who  cime  from  the  Netherlands 
and  settled  in  the  same  parish  as  Christian  Wilhclm  can  assuredly 
be  regarded  as  his  assistants.  A  comparison  of  the  Registers  of  the 
two  neighbouring  Parishes  of  St.  Olave's  and  St.  Saviour's, 
Southwark  as  regards  the  names  of  potters  led  Dr.  Garner  to 
observe  that  a  number  of  potters  left  the  parish  of  St.  Olave's  and 
settled  in  the  parish  ot  St.  Saviour's  during  1630 — 1640.  Dr. 
Garner  deduced  that  a  new  pottery  had  been  set  up  'on  the  death 
of  Christian  Wilhclm',  but  in  view  of  Wilhelm's  strenuous 
activities  in  1638  and  his  monopoly  in  gallypot  making,  it  is 
more  likely  that  the  new  pottery  in  St.  Saviour's  Parish  also 
belonged  to  Christian  Wilhclm,  necessitated  by  his  expanding 
trade.  Wilhelm's  petition  of  1628  makes  it  clear  that  his  work- 
shop was  then  erected  on  blocks  in  the  garden  and  almost 
certainly,  therefore,  allowed  for  little  expansion.  Of  course,  a 
percentage  of  those  described  as  potters  were  probably  not  con- 
cerned with  delftwarc  but  with  the  making  of  'metropolitan' 
slipware  anci  lead-glazed  earthenware. 

Jacob  Janson,  who  founded  a  delftwarc  pottery  in  Aldgate  in 
1571,  died  in  1593:  and  though  delftwarc  probably  continued  to 
be  made  there  for  a  time  after  his  death  (perhaps  including  the 
famous  'Tower  of  London'  Charger  dated  1600  in  the  London 
Museum,  the  16 14  'blue-dash'  Charger  in  the  Victoria  and  Albert 
Museum,  and  the  1620  Dish  in  the  Glaisher  Collection),  the  out- 
put must  have  declined  altogether  by  the  middle  of  the  twenties 
for  it  to  be  possible  for  Christian  Wilhclm  to  obtain  a  monopoly 
in  1628.  Indeed,  while  the  surviving  documents1''  refer  to  a  pot- 
baker  in  1617  and  to  a  potter  in  1621  residing  at  the  same  address 
in  Aldgate  as  Jacob  Janson  had  used,  no  later  evidence  exists  to 
show  that  the  pottery  continued  into  Charles  I's  reign.  Between 
the  decline  of  the  Aldgate  Pottery  in  the  mid-twenties  and  the 
commencement  of  delftwarc  manufacture  at  Lambeth  about 
1665,  all  English  deltt  was  evidently  made  at  Southwark  and,  for 
at  least  the  first  ten  years  (1628 — 1638)  at  Christian  Wilhelm's 
workshop  under  his  monopoly. 

This  assertion  is  borne  out  when  the  surviving  examples  of 
English  delftwarc  of  the  period  are  examined.  There  exists  a 
group  of  English  delft  pottery  decorated  with  the  Chinese  Ming 
'bird-on-the-rocks'  blue  and  white  style  of  decoration,  many  of 
which  are  dated  (the  dates  ranging  from  1628  to  1636) ;  though  as 
yet  no  example  bearing  the  date  1630  has  been  traced.  There  is 
also  a  mug  inscribed  'Thomas  Balard  1644'  decorated  in  the  same 
style,  which  is  evidence  of  the  continuation  of  the  workshop 
practice,  even  though  the  decoration  is  not  by  Christian  Wilhclm 
himself  or  even  one  of  his  more  skilful  assistants.  Not  only  docs 
this  group  begin  in  1628,  the  year  of  Christian  Wilhelm's  royal 
grant  of  monopoly,  but  they  have  so  many  characteristics  in 
common  that  there  can  be  no  doubt  that  they  all  come  from  the 
one  workshop:  and,  as  Christian  Wilhclm  boasted  that  he  pro- 
duced 'white  earthenware  pots,  glazed  both  within  and  without, 
which  show  as  fair  as  China  dishes'  (i.e.  Chinese  porcelain  dishes), 
what  doubt  can  remain  that  these  delftwarc  pieces  illustrated  here 
are  the  work  of  Christian  Wilhclm  and  his  workshop? 

19  Huguenot  Society  op.  cit.  p.  175.  Under  the  year  1617:  'Christian  Bonharinck, 
potbaker,  Marie  his  wyfe,  one  child  borne  here.  Dwelt  here  40  yeares.' 
Huguenot  Society  op.  cit.  p.  24/j.  Under  the  year  1621  :  'Peter  .1  Potter'. 
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Inaccessible  Poussins 


AMONG  the  several  large  exhibitions  devoted  to  seven- 
teenth-century artists  since  the  war,  the  Exposition  Nicolas 
Poussin  at  the  Louvre  this  summer  proved  one  of  the  most  in- 
teresting to  specialist  students  and  one  of  the  most  attractive  for 
members  of  the  general  public.  It  consisted  of  one  hundred  and 
twenty  pictures  and  an  equal  number  of  drawings  carefully 
selected  to  illustrate  every  aspect  of  the  master's  genius.  The 
catalogue  of  the  exhibition,  introduced  by  M.  Germain  Bazin, 
contains  full  and  scholarly  entries  by  Sir  Anthony  Blunt,  and  an 
invaluable  year  by  year — wherever  possible,  month  by  month- 
biography  of  the  artist  by  M.  Charles  Sterling  as  well  as  photo- 
graphs of  all  the  paintings  and  twenty-five  of  the  drawings 
shown.  There  can  be  no  doubt  that  this  substantial  volume  will 
long  remain  a  valuable  source  for  information  about  the  artist. 

For  students  of  seventeenth-century  painting  this  exhibition 
had  a  double  importance.  In  the  first  place  it  enabled  them  to  see 
a  large  number  of  pictures  which  are  normally  inaccessible: 
works  from  East  Berlin,  Dresden,  Leningrad  and  Moscow,  one 
important  painting  from  Melbourne — The  Crossing  of  tin  Red 
Sea,  pendant  to  the  National  Gallery's  Adoration  of  the  Golden 
Calf — and,  of  course,  numerous  works  from  private  collections 
in  England,  France,  Italy  and  the  United  States.  Although  there 
were  very  few  pictures  which  had  not  previously  been  repro- 
duced, several  had  never  been  exhibited  before  and  many  were 
unfamiliar  to  all  but  a  few  Poussin  students.  Probably  the  most 
interesting,  though  not  the  most  aesthetically  satisfying,  of  these 
were  the  paintings  which  Poussin  executed  shortly  after  his 
arrival  in  Rome  and  which  show  the  very  strong  influence  of 
Titian :  works  such  as  the  two  Bacchanals  from  the  collection  of 
Marchese  Giovanni  Incisa  della  Rochetta. 

By  gathering  together  a  handsome  proportion  of  Poussin's 
documented  and  dated  works,  the  exhibition  also  provided 
grounds  for  a  reassessment  of  the  chronology  of  his  oeuvre.  And 
it  very  clearly  illustrated  the  nature  of  the  various  phases  of  his 
career.  The  visitor  was  made  keenly  aware  of  the  successive  in- 
fluences which  inspired  him;  first  Titian  and  the  Venetians  and, 
to  a  certain  extent,  the  Mannerists,  then  the  Bolognese  school, 
particularly  Domcnichino  and  Annibalc  Carracci,  the  artists  of 
cinquecento  Rome — Raphael,  Giulio  Romano,  and  on  one  occasion 
at  least,  Scbastiano  del  Piombo — and  finally  classical  antiquity. 
To  all  these  influences  the  catalogue  pays  careful  attention  with 
the  surprising  exception  of  the  last.  A  full  examination  of  the 
classical  sources  for  Poussin's  figures,  comparable  with  the 
admirable  notes  on  his  architectural  backgrounds,  would  no 
doubt  have  made  the  catalogue  unwieldy;  but  something  ought 
to  have  been  said  about  them  and  at  least  one  picture  analysed  in 
detail  from  this  point  of  view.  The  San  Francisco  Bacchanal  before 
a  Temple  might  have  proved  a  sensible  choice  for  this  purpose. 
Indeed,  it  is  difficult  to  sec  why  Sir  Anthony  Blunt  fails  to 
identify  the  prototypes  for  the  figures  in  this  picture  since  he 
suggests  that  it  may  be  identical  with  a  work  of  which  Fehbien 
wrote:  'c  est  un  des  tableaux  on  Poussin  a  pris  le  plus  soin,  et  on 
il  a  suivi  des  proportions  tirees  des  statues  et  des  plus  beaux  bas- 
reliefs  antiques'.  (And  not  only  the  proportions:  one  figure  is 
taken  directly  from  the  Piping  Faun  of  which  there  are  versions 
in  the  Capitoline  Museum  and  the  Louvre.) 

Mainly  on  account  of  the  overt  classicism  and  literary  content 
of  his  later  works,  Poussin  acquired  in  the  eighteenth  century  the 


I.  The  Massacre  of  the  Innocents  (97  132  cm.).  Painted  in  about  1625-6, 
this  work  hung  in  the  Palazzo  Altieri,  Rome,  during  the  later  seven- 
teenth century.  All  works  here  illustrated  are  by  Nicholas  Poussin.  Palais 
des  Beaux- Arts  de  hi  Ville  de  Paris. 


epithet  'learned'.  As  Sterne  reminds  us,  his  'learning'  was  com- 
pared with  the  'colouring  of  Titian,  the  expression  of  Rubens, 
the  grace  of  Raphael,  the  purity  of  Domcnichino,  the  corregiescity 
of  Coreggio'.  The  belief  has  therefore  persisted  into  our  own 
time  that  he  was  a  purely  cerebral  painter,  chilly  and  meticulous 
in  his  classical  precision;  and  it  is  too  often  forgotten  that  a  con- 
temporary called  him  when  young  'un  giovane  chc  a  una  turia  di 
diavolo'.  This  side  of  Poussin's  nature,  strongly  evident  in  his 
earlier  works  which  are  warmed  by  the  sensuousness  of  Ovid's 
Metamorphoses,  was  admirably  brought  out  by  the  exhibition.  So 
also  was  that  more  familiar,  thoughtful,  elegiac  strain  which 
touches  his  mature  paintings  with  a  tender  melancholy  and  gives 
to  his  landscapes — whether  they  are  but  background  glimpses  or 
the  raison  d'etre  for  whole  compositions — their  irresistible  poetic 
appeal. 

For  if  Poussin  was  the  most  literary  he  was  also  one  of  the  most 
poetic  of  painters.  He  created  a  visual  picture  of  Arcadia  which 
has  found  a  permanent  lodgement  in  the  European  mind — a 
bucolic  dreamland  of  dancing  Maenad  and  Bassarid  and  gleaming 
marble  temples,  haunted  groves  and  silent  lakes.  This  was  the 
Elysium  which  eighteenth-century  English  gentlemen  tried  to 
rec  reate  in  their  parks.  And  this  is  the  landscape  of  the  Golden 
Age  which  provided  the  background  to  so  much  of  our  classical 
ami  neo-classical  literature,  from  Thomson's  Seasons  to  Swin- 
burne's Atalanta  and  even,  in  our  own  day,  W.  B.  Yeats  in  the 
Dublin  Gallery: 

Slim  adolescence  that  a  nymph  has  stripped, 

Peleus  on  Thetis  stares. 

I  ler  limbs  are  delicate  as  an  eyelid. 

Love  has  blinded  him  with  tears. 

It  is  the  incisure  of  Poussin's  genius  th.it  his  landscapes  per- 
suade us,  as  I  lazlitt  remarked,  that  'the  Genius  of  antiquity  might 
wander  here,  and  feel  itself  at  home'. 


2.  Parnassus  (145  197  cm.)-  Probably  painted  in  about 
1626-7,  this  subject  shows  the  influence  of  Raphael  and  in- 
fluenced, in  its  turn,  the  work  of  A.  R.  Mengs.  The  Prado, 

Madrid. 

3.  The  Empire  of  Flora  (131  181  cm.),  probably  painted  in 
about  1630.  Gemalde  galerie,  Dresden. 

4.  The  Death  of  Adonis  (57  128  cm.).  Painted  in  about  1630, 
this  painting  was  in  the  collection  of  Louis  XIV  before  1683. 
The  figure  of  Adonis  appears  to  have  been  derived  from  an 
antique  statue  of  a  Niobid  or  wounded  Gaul.  Musee  des 
Beaux  Arts,  Caen. 

5.  Landscape  with  St.  Matthew  (99  135  cm.).  Painted  for 
Cardinal  Francesco  Barberini  in  about  1644-5.  Dahlem 
Museum,  Berlin. 

6.  Landscape  with  St.  John  on  Pat  mo  s  (102  135  5  cm.). 
Painted  as  a  pendant  to  the  landscape  with  St.  Matthew  at 
Dahlem  (No.  5).  The  Art  Institute,  Chicago. 

7.  St.  Paul  Carried  up  into  Heaven  (146  5  118  cm.).  Painted 
in  about  1650  for  the  writer  Paul  Scarron.  The  composition 
is  derived  from  a  painting  by  Domenichino.  Musee  du 
Louvre. 

8.  Landscape  with  Hercules  and  Cacus  (156  5  202  cm.). 
Probably  painted  as  a  pendant  to  the  landscape  with  Poly- 
phemus, now  in  the  Hermitage,  Leningrad.  Pushkin  Museum, 
Moscow. 
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TT  could  be  argued  that  dilettantism,  as  an  attitude  to  art,  was 
-L never  more  needed  than  at  the  present  time.  The  assumption 
that  this  approach  is  entirely  superficial  and  never  cuts  through 
to  the  heart  of  the  matter  is  by  no  means  accurate.  Dilettantism, 
in  fact,  possesses  its  own  special  virtues.  There  is  a  danger,  indeed, 
that  specialisation,  by  forcing  us  to  dwell  on  one  theme  to  the 
exclusion  of  others,  makes  us  overlook  the  relationship  that  can, 
and  often  does,  link  works  of  art  from  quite  different  periods. 
Fidelity  can  breed  contempt.  It  can  make  a  man  stale. 

There  is  room  for  the  man  of  catholic  taste  who  selects  those 
experiences  that  may  afford  him  pleasure.  Under  this  dispensa- 
tion, the  spectator  allows  himself  to  be  seduced  by  a  variety  of 
experiences.  This  means  that  he  can  delight,  now  in  the  patin- 
ation  of  a  bronze,  now  in  a  drawing,  now  in  a  piece  of  furniture. 
The  excellence  of  each  object,  as  a  thing  in  itself,  is  what  counts. 

Yet  any  attempt  to  seek  out  the  best,  within  its  context,  is  by 
no  means  easy.  It  demands  a  constant  refinement  of  taste;  to 
some  extent,  also,  it  imposes  a  self  discipline  which,  at  first  sight, 
might  seem  to  be  the  antithesis  of  the  voluptuary's  aim.  The  cult 
of  sensations  demands  rejection  as  well  as  acceptance.  What 
ought  not  to  be  forgotten  is  that  the  establishment  of  a  personal 
view  is  arduous;  and  it  is  easier  to  follow  fashion  than  to  strike 
out  on  one's  own.  As  Villiers  David  has  himself  pointed  out  in 
the  preface  which  he  wrote  for  the  exhibition  of  his  paintings 
held  at  Wildenstein's:  'Now  the  struggle  for  survival  is  an 
erroneous  phrase.  It  is  the  struggle  for  pleasure  which  has  always 
been  life's  compelling  force'. 

The  collection  which  he  has  built  up — and  which  until 
recently  was  contained  in  his  London  Hat  in  St.  James's  over- 
looking Bridgcwater  House  (during  his  absence  abroad  his 
collection  is  now  on  loan  to  the  University  of  Reading) — is 
essentially  that  of  a  dilettante.  It  has  not  been  brought  together 
out  of  respect  for  a  particular  programme.  His  endeavour  has 
been  to  secure  whatever  captures  his  fancy;  to  surround  himself 
w  ith  art  objects  the  possession  of  which  was  essential  to  him. 
That  he  should  have  turned  in  various  directions,  to  the  French 
and  Italian  eighteenth-century,  to  the  Far  East,  to  Rembrandt  and 
Claude,  as  well  as  to  Sickert  and  Augustus  John,  accords  with  his 


A  Dilettante 
in  St.  James's 

By  Dcnys  Sutton 


own  temperament:  that  of  an  aesthete.  Moreover,  he  has 
practised  aviation,  novel  writing,  translation  (he  has  rendered 
Gide  into  English),  and  painting  and  coined  aphorisms.  His  Advice 
to  my  Godchildren  may  be  a  slender  publication,  but  it  provides  an 
invaluable  introduction  to  the  foibles  of  the  world.  It  is  certainly 
excellent  reading  for  an  idealist  of  tender  years.  In  other  words, 
Mr.  David  is  a  hardworking  dilettante  who  derives  much  enter- 
tainment from  his  endeavours — and  so  do  his  friends. 

For  many  collectors,  what  counts  is  the  financial  or  historical 
value  of  their  chosen  pieces.  Not  so,  I  think,  to  Mr.  David.  He  is 
after  different  game.  If  one  is  compelled  to  say  what  characterises 
his  taste,  one  might  venture  to  maintain  that  his  is  a  feeling  for 
the  exquisite  and  the  minute.  He  favours  the  small  scale.  He 
admires  those  works  of  art  which  enshrine  a  particular  moment 
of  experience:  like  Whistler's  delicate  view  of  shop  fronts  at 
Dieppe  or  Guardi's  elegant  Capriccio.  Incidentally,  the  motif  of 
an  obelisk  to  be  found  in  this  picture  (recently  on  view  in  the 
Italian  art  exhibition  at  the  Royal  Academy)  appears  in  Fragon- 
ard's  Femme  a  La  Fontaine  in  the  Amiens  Museum.  Yet  he  does 
not  disdain  the  robust.  One  of  his  most  exciting  trophies  is 
Rembrandt's  Female  Nude  (probably  Cleopatra)  with  a  snake.  I  Ins 
splendid  drawing,  dating  from  about  1637,  shows  that,  if  he  had 
so  wished,  Rembrandt  could  have  shone  as  a  sculptor. 

For  Mr.  David,  the  exquisite  notation  must  possess  a  specific 
touch  of  personal  quality.  It  must  represent  a  mood:  one  in 
which  the  artist  surrenders  to  the  moment  of  exaltation ;  when  he 
feels  that  his  mood  corresponds  to  that  of  the  site  or  figure 
chosen.  What  Mr.  David  has  sought  (and  sometimes  found)  in 
his  collecting  are  those  works  which  show  the  artist,  to  use  his 
own  words,  in  'a  state  of  emotional  intoxication'.  'It  is',  he  main- 
tains, 'this  state  of  emotional  intoxication,  of  course,  which 
distinguishes  good  art  from  bad  .  .  .  The  great  drunkards  in  art 
arc  few,  but  their  hopelessly  sober  followers  arc  legion.'  One  can 
hardly  doubt  that  his  belief  in  this  concept  prompted  the  pur- 
chase of  Hokusai's  spirited  sketch  of  A  Drunken  Poet  of  about 
1X4K. 

Nevertheless,  it  would  be  wrong  to  suppose  that  Mr.  David 
fastens  on  dramatic  works  of  art.  Paradoxically,  the  state  of  in- 
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I.  A  portrait  of  Villiers  David  by  Augustus  John  (15  19  in  ),  painted 
in  about  1934/ 1935.  Mr-  David  also  owns  John's  Portrait  of  Lord  Alington 
(r.  1936)  and  a  Self  Portrait  of  the  artist  in  black  pencil. 


2.  Rembrandt.  Female  Nude  (probably  Cleopatra)  with  a  Snake  (5!  10 
in.).  This  well-known  red  chalk  drawing,  once  in  the  Fouret  and  Otto 
Gutekunst  Collections,  probably  dates  from  1637.  Hofstede  de  Groot's 
contention  that  the  woman  is  Hygieia  is  not  tenable. 


3.  J.  A.  D.  Ingres.  The  head  and  shoulders  are  copied  by  the  artist  from 
Raphael's  La  Fornarina.  The  studies  of  hands  are  not  connected  with 
any  known  picture:  8|       7.I  in. 


4.  (i.  H  Tiepolo.  The  Virgin  ami  Child  (9  12  in.).  Formerly  in  the 
collections  of  Edwartl  Cheney  and  Richard  Owen. 


r 
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II.  Bookcase  perhaps  by  George  Smith  similar  to  one  made  for  Carlton  House.  On  the  I2 
wall  lianas  the  Rembrandt  drawing  (No.  i)  and  two  watercolours  by  Whistler.  12. 
Small  table  in  the  Louis  XVI  style,  made  by  Henry  Dasson  about  1870.    13.  Louis  XV 
gold  snuff  box. 

14 
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14.  George  IV  conch  shell  sauce  boat.  By  Edward  Kennell,  London,  1824.  15.  Mr.  Villicrs  David's  Drawing  Room.  Renoir's  Les 
Baigneuses  can  be  seen  over  the  chimney  piece.  To  the  right  are  drawings  by  Ingres  and  a  small  view  of  St.  Jacques,  Dieppe,  by  Sickert. 


toxication  can  be  one  in  which  the  artist  s  own  personality  is  not 
111  evidence;  calmness  can  hide  an  inner  tempo.  One  of  his  main 
enthusiasms  is  for  Ingres'  drawings,  of  which  he  owns  four:  the 
little-known  study  for  the  Portrait  of  Mine  Moitessier,  a  gentle 
sketch  of  Gabricllino  Foureau,  whose  father  was  Napoleon  s 
doctor,  a  drawing  after  Raphael,  and  a  sketch  for  the  celebrated 
Le  Bain  Tnrc  (Louvre),  which  was  presented  by  the  artist  to  T. 
Gautier  in  1  <S6i . 

The  arrangement  of  his  rooms  reveals  the  breadth  of  Villicrs 
David's  taste;  and  he  sees  no  problem  in  having  111  the  same 
room,  a  splendid  Baigneuses  by  Renoir,  a  thumbnail  sketch  by 
Wilson,  a  Claude  drawing,  a  luminous  drawing  by  G.  15.  Tie- 
polo  and  an  enchanting  fragment  of  ,S7.  Jerome  in  Penitence  by 
Ercole  Roberti.  His  affection,  moreover,  for  the  French  eighteenth 
century  is  immediately  illustrated  by  the  presence  111  his  collection 


of  Fremiti's  terracotta  modello  of  1717  for  a  sculpture  of  Diana 
made  for  Marly,  later  at  Versailles  and  now  in  the  Louvre.  Of 
considerable  importance,  too,  is  the  bronze  candelabra  represent- 
ing one  of  the  four  Seasons  (Autumn)  by  Desjardins,  of  which 
two  others  are  111  the  Victoria  and  Albert  Museum  and  one  in  the 
possession  of  Sir  Marcus  Cheke.  Four  similar  pieces  are  at 
Windsor  Castle.  Mr.  David's  candelabra,  as  well  as  the  other 
three,  were  once  in  the  collection  of  L.J.  Gaignat.  They  appeared 
in  his  sale  of  1769  as  Lot  62,  where  they  were  sketched  by 
Gabriel  tie  Saint-Aubin  m  the  margin  of  his  copy  of  the  cata- 
logue. 

On  liis  return  to  London  from  the  Par  Past  Mr.  Villiers  David  will 
hare  the  absorbing  lash  of  re-arranging  his  works  of  art  in  a  new 
home—  also  in  St,  fames 's. — Editor. 
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IN  THE  GALLERIES 


(Below).  'Horses  Heads',  by  J.  F.  Herring  (9|  ■  I2h  in.).  St.  James's 
Galleries,  Jenny n  Street,  London,  S.W.i. 


'Landscape',  by  Joos  de  Momper  (figures  by  Jan  Brueghel),  45 1 
8o|  in.  Terry-Engell  Gallery,  Bury  Street,  St.  James's,  London,  S.W.i. 


'Homeward',  by  Anton  Mauve  (22^  35  in.).  M.  Neivman  Gallery,  43a 
Duke  Street,  St.  James's,  London,  S.W.i. 

(Below).  'L'Eglise  d'Anvers',  by  G.  Loiseaux  (18.',      22  in.).  Biggins 
Gallery,  jo  Old  Bond  Street,  London,  IV. 1. 


(Below).  One  of  a  set  of  four  'Hunting  Scenes'  by  Henry  Aiken  Senr. 
(14  X  18  in.).  Frost  &  Reed,  New  Bond  Street,  London. 
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Round  about  the  Galleries 


European  Masters 

MR  JACQUES  O'HANA'S  attractive 
and  highly  modern  galleries  in  Carlos 
Place  always  offer  stimulating  exhibitions.  The 
accent  for  their  important  shows  is  generally  on 
Impressionism  and  after:  and  in  the  current 
exhibition,  entitled  European  Masters,  the 
number  of  celebrated  names  is  remarkable.  For 
my  part,  the  two  Bonnards,  Femme  a  la  Lampe 
and  Mme  Claude  Amnet  are  outstanding  examples 
of  this  artist's  delicate  genius.  Bonnard,  though 
deriving  from  Impressionism,  had  an  original 
vision  and  sincerely  showed  facets  of  life  that 
we  had  not  quite  seen  before.  His  happy 
approach  with  personal  technique  to  whatever 
interested  him  has  made  a  memorable  con- 
tribution to  art. 

Earlier  in  the  tradition  are  two  lovely  little 
pictures  by  Pissarro,  dated  1 869,  entitled  Louve- 
ciennes  and  La  Roche  Guyon,  in  which  the  artist's 
lyrical  appreciation  of  landscape  is  manifest. 
They  came  from  the  Dr.  Gachet  Collection. 
Similarly,  Sisley  touches  us  by  his  devoted 
understanding  of  natural  truth.  How  appealing 
the  simplest  subject  can  be  if  handled  with  the 
knowledge  of  form,  tone  and  colour  shown  in 
Derain's  small  still  life  of  apples.  An  important 
Renoir,  La  Famille,  and  some  smaller  oils  by  this 
master  will  find  many  admirers.  There  are  some 
extravagant  Picasso  pastels  and  an  interesting 
early  line  nude.  The  best  of  the  Chagalle 
fantasies  is  the  illustration  The  Fox  and  the 
Grapes  (Fables  de  La  Fontaine).  Rouault  and 
Utrillo  are  also  represented  in  an  august 
assembly. 

Pictures  that  take  their  place  perfectly  in  the 
school  of  Impressionism  are  three  works  by 
William  S.  Horton,  the  American  artist  who 
had  his  headquarters  in  Paris  at  the  beginning  of 
the  century  and  was  an  intimate  friend  of  Monet. 
His  picture  Barges  on  the  Seine  has  the  masterly 
qualities  associated  with  the  ideals  of  the  fore- 
runners. I  note  that  it  was  painted  in  1909,  but 
Horton,  then  a  young  man,  was  to  live  for 
many  years  and  to  develop  his  original  person- 
ality in  countless  canvases  and  drawings.  His 
posthumous  exhibition  in  Paris  immediately 
before  the  1939-45  war  caused  tremendous 
interest.  Because  of  the  war  much  of  Horton's 
work  was  stored  for  many  years  in  Paris  and 
London.  I  am  glad  to  hear  that  Messrs.  HirschI 
and  Adler  will  soon  be  holding  a  comprehensive 
exhibition  of  Hortons  in  New  York.  It  will  be  a 
revelation  to  the  public  there  as  the  work  of  an 
artist  worthy  of  the  highest  place  among 
American  painters. 

Josse  de  Momper 

SELDOM  do  we  see  so  fine  a  Jossc  de  Momper 
beyond  the  public  galleries  of  Dresden  and 
Madrid  as  the  one  now  in  the  Terry-Engell 
Gallery  in  Bury  Street.  To  the  dimensions  of 


45!  X  80J  in.,  it  is  veritably  a  key  picture  in 
Flemish  landscape  painting  of  the  early  seven- 
teenth century.  Still  retaining  some  of  the 
primitive  force  of  such  a  great  forerunner  as 
Joachim  Patinir  or  De  Momper's  impressive 
contemporary,  Hercules  Seeghers,  this  picture  is 
an  ingenious  rendering  of  rock  form  arranged 
tier  on  tier,  as  it  were,  with  lovely  contrasts  of 
blues,  browns  and  greens  in  which  a  translucent 
effect  survives  even  in  the  darkest  notes.  The 
picture  is  probably  an  improvisation  on  moun- 
tain scenery  that  De  Momper  saw  in  the  course 
of  his  travels,  and  has  more  relation  to  sub- 
Alpine  character  formalised  for  the  purposes  of 
art  than  the  artist's  native  terrain. 

hi  the  foreground  is  a  procession  of  perfectly 
drawn  little  human  figures  with  horses,  said  to 
be  the  work  of  Jan  Brueghel,  giving  a  lively 
note  to  an  otherwise  formidable  solitude. 

That  Josse  de  Momper  (1 564-1634)  was  a 
great  personality  in  his  day  is  proved  by  the  fact 
that  Van  Dyck  painted  and  etched  his  portrait 
for  his  well-known  series  of  eminent  painters. 

Was  it  Josse  or  his  supposed  son,  Frans,  who 
was  so  greatly  admired  by  our  Richard  Wilson 
that  the  latter  was  profoundly  influenced  by 
him?  The  story  is  that  Wilson  told  Sir  William 
Beechey,  R.A.,  'there  are  two  painters  whose 
merit  the  world  does  not  yet  know  who  will  not 
fail  to  be  hereafter  highly  valued,  Cuyp  and 
Mompert'  (sic).  Undoubtedly  technical  qualities 
in  the  work  of  Frans  are  recognisable  in  some  of 
Wilson's  pictures ;  but  the  English  artist,  possibly, 
responded  to  the  essential  poetic  qualities  to  be 
seen  in  both  these  Flemings.  Mr.  Terry-Engell's 
example  by  Josse  de  Momper  came  from  a 
French  collection. 

George  Lambert 

FEW  English  painters  have  suffered  so  much 
from  neglect  and  misrepresentation  since  their 
death  as  George  Lambert.  B.  R.  Haydon  con- 
demned him  unmercifully  while  confusing  his 
work  with  that  of  another  painter.  Constable 
called  him  'another  imitator  of  Italian  art  but 
even  below  Wootton'.  Neither  Haydon  nor 
Constable  could  have  had  any  idea  of  Lambert's 
immense  and  varying  output.  Redgrave,  who 
had  more  time  and  better  place  to  know  about 
Lambert,  stated  that  he  'nearly  always  imitated 
Caspar  Poussin'.  Yet  Lambert  was  much 
admired  in  his  time  by  such  a  supremely  insular 
genius  as  Hogarth  with  whom  he  sometimes 
collaborated :  and  Horace  Walpole  praises  those 
very  English  qualities  in  Lambert's  work  which 
later  detractors  either  did  not  know  or  could  not 
see.  The  best  of  all  compliments  came  from 
Richard  Wilson,  Lambert's  junior  by  three 
years,  if  one  can  rely  on  the  accepted  year  for 
Lambert's  birth  (1710).  Certainly  Wilson  must 
have  looked  at  his  contemporary's  trees  and 
skies  with  creative  interest. 


Contributed  by  Adrian  Bury 

Lambert  is  said  to  have  studied  with  Wootton, 
in  which  case  he  had  a  master  of  exceptional 
landscape  ability,  albeit  principally  known  for 
his  horses.  But  no  careful  student  of  Wootton's 
work  as  a  whole  will  fail  to  see  with  what  truth 
he  painted  backgrounds  to  his  equestrian  groups. 
Wootton  early  imbibed  something  of  Dutch 
landscape  feeling  from  his  master  Jan  Wyck, 
something  when  in  Italy  from  the  Franco- 
Italians  but  much  from  the  English  countryside 
in  which  he  spent  most  of  his  life.  And  so  back 
to  Lambert. 

One  of  this  artist's  best  pictures,  within  my 
knowledge,  is  the  canvas  seen  recently  at  Leggatt 
Brothers  in  St.  James's  Street :  a  large  one  of  a 
river  in  the  foreground,  tree  to  the  left,  some 
buildings  on  the  opposite  bank  and  the  towers  of 
a  cathedral  in  the  distance.  The  picture  was 
painted  in  the  neighbourhood  of  Hampton 
Court,  near  Leominster.  As  the  work  of  an 
English  artist  expressing  his  love  for  his  native 
land,  and  having  relation  to  its  time,  the  middle 
of  the  eighteenth  century,  it  is  remarkable  for  its 
personal  style.  This  work  has  none  of  the  so- 
called  classical  grand  manner  that  several  artists 
of  the  period  affected  after  their  Italian  tour. 
Here,  the  English  genius  for  the  pastoral  scene  in 
paint  is  no  less  moving  than  the  verbal  inter- 
pretation which  had  begun  with  our  poets  more 
than  two  centuries  before  Lambert  was  born. 

To  those  who  would  know  something  of 
Lambert's  work  and  ideals  I  commend  Colonel 
M.  H.  Grant's  essay  in  Volume  I  of  his  Old 
English  Landscape  Painters  (pp.  35-8).  Though 
much  research  could  still  be  done  on  Lambert,  I 
doubt  if  any  other  writer  will  improve  on  this 
sympathetic  and  understanding  estimate  of  an 
important  pioneer  of  English  landscape  painting. 

'Ben  Tally  Ho' 

THE  facility  with  which  Henry  Aiken,  Senior 
(1785-1851)  drew  and  painted  field  sports 
accounts,  of  course,  for  the  vast  number  that  he 
achieved  during  his  long  life.  But  however 
elaborate  or  sketchy  the  work  it  is  always  in- 
stinct with  veracity.  Aiken's  gift  of  expression 
was  as  natural  as  Rowlandson's.  Both  appear  to 
have  been  able  to  draw  as  easily  as  a  gifted 
writer  could  use  words. 

Aiken  exhibited  miniatures  as  early  as  1801, 
when  he  was  sixteen,  and  something  of  the 
miniature  maimer  persisted  in  his  style  through- 
out the  years.  What  gave  additional  authenticity 
to  his  hunting  scenes  is  that  he  was  himself  an 
experienced  rider  to  hounds  and  had  hunted 
with  the  Meltonians  in  his  youth,  the  wliile 
illustrating  their  antics  under  the  name  of  'Ben 
Tally  Ho'.  That  particular  time  in  the  artist's  life 
is  obscure,  but  after  181 5  the  Henry  Aiken 
picture  and  print  became  immensely  popular. 
To  make  a  complete  list  of  all  his  works  would 
be  a  vast,  perhaps  impossible,  undertaking,  for 
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they  are  to  be  numbered  in  many  hundreds.  How 
strange  that  Rowlandson,  a  confessed  gambler, 
left  £3,000  while  Aiken,  not  addicted  as  far  as 
we  know  to  tempting  fortune  in  this  way,  left 
nothing  in  the  money  sense.  But  that  he  left  us 
innumerable  relics  of  his  artistic  genius  is  the 
great  thing,  and  I  never  see  a  good  Aiken  with- 
out entering  into  the  robust  excitement  and 
indefatigable  industry  of  the  artist's  career. 

A  set  of  four  sensitively  painted  hunting 
scenes  (14  X  18  in.)  in  beautiful  carved  frames  at 
the  Frost  &  Reed  Gallery  in  New  Bond  Street  is 
a  collector's  privilege.  The  one  reproduced  will 
bear  the  closest  scrutiny  as  regards  movement 
and  incident.  Note  how  realistic  is  the  frightened 
expression  of  the  fallen  horse  still  held  by  its 
unseated  mount. 

Faithful  Model 

TEN  years  younger  than  Henry  Aiken,  John 
Frederick  Herring  had  ambitions  to  paint  in  the 
grand  manner  and  succeeded.  Yet  as  an  inter- 
preter of  field  sports  he  was  never  quite  so 
spirited  as  his  immediate  forerunner.  As  an 
animal  painter,  however,  he  was  more  versatile 
than  Aiken,  and  quite  as  accomplished  as  Land- 
seer,  with  whose  style  he  had  much  in  common. 
Herring's  story  is  among  the  most  interesting  in 
the  annals  of  sporting  art,  and  his  success  and 
high  place  in  the  school  all  the  more  creditable 
in  that  he  began  with  no  advantages.  Destiny 
determined  that  he  be  an  artist,  and  the  St. 
Leger  of  1 8 1 7  may  be  said  to  have  started  him  on 
his  career.  Being  at  Doncaster  when  the  Duke  of 
Hamilton's  'William'  won  the  race  Herring 
attempted  to  paint  the  scene  but  failed  for  lack  of 
technical  experience.  He  persisted  in  his  efforts 
to  be  an  artist  and  meanwhile  took  a  job  as 
coachman,  painting  in  his  spare  time.  After 
several  years  on  the  road  Herring,  feeling 
sufficiently  confident  to  become  a  full-time 
artist,  abandoned  the  ribbons  for  the  brush  and 
the  palette,  was  soon  exhibiting  regularly  in 
London,  and  from  about  1830  till  1865,  the 
year  of  his  death,  was  increasingly  popular. 

The  artist's  love  of  horses  was  never  better 
expressed  than  in  Grooms  and  Horses  in  a  Stable 
Yard  (27  X  37  in.),  seen  recently  at  the  Arthur 
Ackermann  Gallery  in  Old  Bond  Street.  The 
white  horse  in  this  picture,  so  well  contrasted 
with  the  black  one,  was  the  artist's  favourite 
Arab  Immautn,  which  had  belonged  to  Queen 
Victoria.  Trained  by  a  circus  rider,  he  was 
Herring's  model  for  many  years. 

Another  version  of  Immaum,  possibly,  appears 
in  a  little  study  of  two  horses'  heads  (9J  x  12% 
in.)  dated  1851,  which  I  saw  in  the  St.  James's 
Galleries  at  75,  Jermyn  Street.  It  is  interesting  to 
compare  the  two  pictures  under  discussion.  The 
Arab  steed  was  growing  old,  but  the  artist's 
interest  in  the  model  that  served  him  so  faith- 
fully is  touchingly  expressed. 

Good  Old  Railways 

THE  collector,  somewhat  tired  of  the  eternal 
political  and  financial  problems  of  British  Rail- 
ways today,  can  take  a  nostalgic  pleasure  in  the 
railways  as  they  were  over  a  hundred  years  ago, 


and  need  but  look  at  old  prints  to  appreciate 
how  efficient,  cheap  and  attractive  this  method 
of  communication  quickly  became.  Artists  were 
soon  off  the  mark  to  illustrate  the  new  method  of 
travel  and  had  no  difficulty  in  making  exact 
records  of  steam  engines,  railway  stations,  via- 
ducts, bridges  and  cuttings.  Their  meticulous 
accuracy,  plus  aesthetic  effect,  is  commendable. 
No  photograph  could  be  more  convincing  than 
the  coloured  lithograph  of  Bristol  Station  by 
J.  C.  Bourne.  It  is  one  of  46  plates  issued  by  the 
Great  Western  Railway  in  1846;  and  I  can 
think  of  no  better  advertisement  for  going 
places  behind  the  steam  horse  than  this  collection 
of  prints.  Among  others  in  the  series  are  Pang- 
bourne  Station,  pleasantly  remote  in  its  riverside 
calm,  with  its  new  building  and  quaint  train 
arriving,  the  Sr.  James's  Bridge  and  Station,  near 
Bath,  the  Maidenhead  Bridge,  and  the  Wharncliffe 
Viaduct,  Hanwell.  These  prints  are  to  be  seen  at 
the  Frank  T.  Sabin  Gallery  at  Park  House, 
Rutland  Gate. 

A  very  rare  print  at  Sabin's  is  the  Exhibition 
at  the  Royal  Academy,  1787,  by  P.  A.  Martini 
after  H.  Ramberg.  This  fascinating  record 
proves  the  artist's  mastery  of  an  exceedingly 
difficult  subject.  All  the  figures  are  personalities, 
the  two  prominent  in  the  centre  being  the  Prince 
of  Wales  and  Sir  Joshua  Reynolds,  who  is  seen 
holding  an  ear-trumpet.  What  is  equally  in- 
teresting is  that  all  the  pictures  on  the  walls  are  so 
carefully  translated  into  line  that  the  numbered 
ones  could  be  identified  with  the  aid  of  the  1787 
catalogue. 

The  Royal  Academy  of  that  year  was  sensa- 
tional in  that  it  contained  a  group  of  seven 
pictures  by  Nicolas  Poussin  purchased  in  Rome 
by  the  Duke  of  Rutland's  agent.  There  was  some 
hostility  on  the  part  of  artists  and  the  press  that 
these  should  be  exhibited  at  the  Royal  Academy, 
an  institution  ordained  for  the  encouragement  of 
living  artists.  Indeed,  Reynolds  had  to  com- 
promise and  have  them  placed  in  the  council 
room  instead  of  the  large  gallery.  They  do  not 
therefore  appear  in  Ramberg's  brilliant  drawing. 
This  artist  was  born  in  Hanover  in  1763  and, 
coming  to  London,  is  said  to  have  been  a  pupil 
of  Reynolds  and  Bartolozzi.  He  worked  in 
England  until  about  1834  when  he  returned  to 
Hanover  and  practised  as  court  painter  there. 


Pastoral  Poetry 

THE  style  of  Anton  Mauve's  solemn  'pastorals' 
and  cottage  interiors  was  appreciated  in  his  time 
and  still  moves  the  contemplative  mind  not 
wholly  'abstracted'.  The  artist  could  take  the 
familiar  subject  and  interpret  it  lovingly  in  quiet 
browns,  greens  and  greys.  He  understood  the 
dignity  and  resignation  of  the  poor  peasant  and 
immortalised  many  an  anonymous  farmhand. 
Mauve  found  in  the  French  artist,  Millet,  a 
mood  that  agreed  with  his  own  respect  for  the 
agricultural  worker  and  developed  his  themes 
on  similar  lines. 

A  picture  (16  X  29  in.)  at  the  Newman 
Gallery  at  43  a  Duke  Street,  St.  James's,  entitled 
Homeward  has  that  largeness  of  style  that  does  not 
depend  on  mathematical  dimensions.  It  is  to  be 


admired  for  its  profound  sympathy  with  the 
subject  and  expert  handling  of  paint. 

Going  farther  back  in  the  Dutch  tradition,  we 
have  Adriaen  van  de  Velde  (1636-72).  Son  and 
brother  of  the  celebrated  marine  painters, 
Adriaen  developed  a  talent  for  landscape.  A 
good  example  of  his  work  entitled  Shepherd  with 
Cattle  (12$  x  15I  in.)  belongs  to  the  G.  Cramer 
Gallery,  The  Hague.  Recorded  in  C.  Hofstede  de 
Groot's  Catalogue  Raisonne"  (Vol.  IV,  No.  129), 
the  picture  came  from  the  Cook  Collection, 
Doughty  House,  and  was  exhibited  at  the 
Graves  Art  Gallery,  Sheffield  (Dutch  Master- 
pieces) in  1956.  Among  other  important  things 
at  the  Cramer  Gallery  are  a  Sunset  Landscape  by 
Nicolaes  Berchem  and  Landscape  with  Shepherd- 
ess, Child  and  Cattle  by  Karel  Dujardin. 

William  Henry  Hunt 

ONE  could  search  art  dealers'  galleries  and 
auction  rooms  for  a  long  period  and  not  come 
across  a  better  drawing  than  that  entitled  Travel- 
ling Tinker,  by  William  Henry  Hunt  at  the  Leger 
Galleries  at  13,  Old  Bond  Street.  This  vagrant 
character  clad  in  a  weather-beaten  frock  coat  and 
battered  beaver  hat  is  the  essence  of  truth 
revealed  in  that  sketchy  brilliance  of  which 
William  Hunt  was  so  capable  when  he  escaped 
from  doing  stippled  birds  nests  full  of  eggs,  or 
'blooming'  grapes,  plums  and  peaches  that  were 
his  stock  in  trade. 

William  Hunt's  father  was  a  tinman  and  it  is 
possible  that  the  Travelling  Tinker  moved  the 
artist  to  make  a  little  masterpiece  for  the  sake  of 
pure  filial  affection.  Be  that  as  it  may,  here  is  a 
work  that  all  good  artists  and  discerning  collec- 
tors will  respect  for  its  integrity.  Though  a 
cripple  who  suffered  most  of  his  life  from  poor 
health,  Hunt  was  a  great  worker  and  his  genius 
burned  brightly  until  his  death  in  1864.  An 
esteemed  member  of  the  old  Water-colour 
Society,  in  whose  galleries  he  exhibited  742 
works,  Hunt  left  a  well  earned  £20,000.  It  is 
amusing  to  recall  that  his  father  prophesied  Billy 
would  never  be  able  to  earn  a  living  as  an  artist. 

The  Biggins  Gallery 

MR.  ANTHONY  BIGGINS,  having  taken 
over  the  late  Mr.  Eugene  Slatter's  galleries  at  30 
Old  Bond  Street,  opened  recently  with  a  lively 
exhibition  of  modern  French  masters,  including 
some  bronzes  by  Degas,  and  a  pleasant  oil 
sketch  of  roses  by  Renoir.  Among  many  attrac- 
tive pictures  by  lesser  names  are  two  landscapes 
by  G.  Loiseaux:  Bords  de  VOise  and  L'Eglise 
d'Auvers.  This  artist,  obviously  influenced  by 
greater  impressionists,  has  none  the  less  his  own 
atmospheric  verities.  There  are  some  charming 
drawings,  notably  a  graceful  study  of  a  seated 
woman  by  Berthe  Morisot,  and  a  standing 
figure  by  Augustus  John.  And  that  admirable 
recorder  of  contemporary  fife  in  France,  and 
war  scenes  in  the  Crimea,  Constantin  Guys,  is 
represented  by  studies  of  dancers. 

I  understand  that  Mr.  Biggins  will  develop  a 
policy  of  displaying  modern  masters  of  various 
nationalities.  The  present  exhibition  will  con- 
tinue until  the  end  of  August. 
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Books  Reviewed 


ROYAL  PAVILION:  By  Clifford  Musgrave. 
(London:  Leonard  Hill  (Books)  Ltd.,  1959. 
50s.  net.) 

IT  is  the  sub-title  to  this  book,  'An  Episode  in 
the  Romantic',  which  summarises  Mr.  Mus- 
grave's  story.  He  tells  it  authoritatively  and  with 
all  the  relevant  documentation  and  it  is  a  fasci- 
nating account  of  a  royal  extravagance.  Since  the 
book  first  appeared  in  195 1  new  discoveries  have 
been  made,  including  letters  of  the  Prince  of 
Wales  and  John  Nash,  the  unearthing  of  the 
'Princess  Charlotte'  and  Mrs.  Fitzherbert's  furni- 
ture, and  the  return  of  much  once  there  from 
Buckingham  Palace  by  gracious  permission  of 
Her  Majesty  the  Queen.  Of  recent  years  it  has 
become  very  necessary  for  any  author  who 
describes  architecture  and  decoration  to  be 
aware  of  a  much  wider  literature  than  hitherto. 
As  Director  of  the  Brighton  Pavilion,  Mr.  Mus- 
grave has  done  a  thorough  revision  of  his  book 
and  his  publishers  have  presented  it  with  the 
taste  befitting  the  content. 

The  Pavilion  at  Brighton  began  as  a  simple 
country  house.  When  the  Prince  of  Wales  first 
took  it  in  1786  to  serve  as  a  seaside  residence  'it 
showed  as  little  promise  of  becoming  one  of  the 
great  monuments  of  the  romantic  era  as  there 
was  that  the  term  "Regency"  would  eventually 
come  to  denote  a  whole  artistic  epoch'.  Much 
of  the  credit  must  go  to  the  architect,  Henry 
Holland,  and  to  the  talented  team  he  gathered 
about  him,  and  at  Brighton  to  the  later  trans- 
formations and  ideas  of  Porden,  Repton  and 
John  Nash.  There  was  of  course,  the  fantasy  at 
Sezincote,  Gloucestershire,  which  the  Prince  had 
seen  when  visiting  the  Hertford  family  at  Rag- 
ley.  But  at  Brighton  'it  was  determined  by 
H.M.'  wrote  Nash,  in  a  previously  unpublished 
preface  to  his  Views  of  the  Royal  Pavilion  (1826), 
'that  the  Pavillion  should  assume  an  Eastern 
character  and  the  Hindoo  style  of  Architecture 
was  adopted  in  the  expectation  that  the  turban 
domes  and  lofty  pinnacles  might  from  their 
glittering  and  picturesque  effect,  attract  and  fix 
the  attention  of  the  Spectator.  .  .  .' 

The  main  structure  was  completed  by  18 18. 
In  this  year  Repton  died.  His  plans  had  failed  to 
find  favour  with  the  Prince,  and  John  Nash, 
whom  he  had  introduced  to  the  Prince's  notice, 
had  triumphed  over  him.  All  these  complicated 
stories  have  a  wealth  of  documentation,  and  Mr. 
Musgrave  allows  this  to  tell  the  story  when 
necessary.  Inside  the  Pavilion  the  decorations 
were  entrusted  to  the  firm  of  John  Crace  and 
Sons  and  in  particular  to  Frederick  Crace.  Some 
of  his  original  designs  were  discovered  in  1950, 
just  before  Mr.  Musgrave's  first  edition  and  he 
has  had  tune  more  thoroughly  to  go  over  what 
he  then  wrote.  We  make  the  acquaintance  of  the 
decorative  genius,  Robert  Jones,  who  designed 
furniture,  painted  groups  of  life-sized  figures 
and  who  drew  some  £14,000  for  his  troubles. 


In  an  appendix  Mr.  Musgrave  shows  that  ex- 
penditure, 1804  to  1830,  totalled  at  least 
£  500,000.  Today  the  building  is  the  annual 
setting  of  the  Regency  Exhibitions  and  a  system- 
atic programme  of  restoration  of  the  interior  to 
its  exact  earlier  appearance  is  being  carried  out 
under  Mr.  Musgrave's  supervision.  This  gives 
his  writing  a  special  authority. 

The  book  itself  is  crown  quarto,  bound  in 
brown  and  grey,  has  288  pages  and  58  plates  of 
which  18  are  in  colour.  Some  of  these  could  be 
better,  but  are  satisfactory  enough.  The  addition 
of  a  full  bibliography  and  an  index,  accurate  on 
all  the  occasions  I  used  it,  combine  to  form  a 
distinguished  contribution  to  the  literature 
about  this  strange  and  inspiring  building  on  its 
lawns  by  the  sea. — G.W.B. 

THE  AGE  OF  ROCOCO:  By  Arno  Schon- 
berger  and  Halldor  Soehner.  (London: 
Thames  and  Hudson.  £7  7s.  net.) 

THIS  magnificent  volume  weighs  7  lbs.  10  oz. 
so  it  is  not  designed  to  be  savoured  in  bed.  But 
given  a  table  or  a  stout  reading  desk  or  a  lusty 
pair  of  knees,  it  could  hardly  fail  to  delight. 
Most  of  its  365  illustrations,  forty-nine  of  which 
are  in  colour  and  many  others  full-page,  repre- 
sent objects,  mainly  but  by  no  means  exclusively 
paintings,  which  were  shown  in  that  memorable 
exhibition  with  the  same  title  as  the  book,  held 
in  Munich  in  1958.  The  notes  which  follow  the 
plates  are  taken  verbatim  from  the  English 
edition  of  the  exhibition  catalogue.  The  two 
authors  were  both  on  the  organising  committee 
of  the  exhibition.  What  is  completely  new  is  a 
long  introductory  essay  which  describes  the 
cultural  and  scientific  background  of  the  period 
and  then  surveys  in  broad,  general  terms  many 
aspects  of  its  art. 

The  photographs,  including  those  in  colour, 
are  of  the  very  highest  standard  throughout,  and, 
regarded  purely  as  a  picture-book,  this  is  already 
a  most  covetable  possession.  But,  as  is  well 
known,  such  sumptuous  productions  are  liable 
to  incorporate  somewhat  perfunctory  texts.  It  is 
therefore  a  pleasure  to  say  at  once  that  in  the 
present  instance  this  is  by  no  means  the  case.  The 
100-page  essay,  which  has  been  admirably  trans- 
lated by  Daphne  Woodward,  is  of  the  greatest 
interest  throughout  and  packed  with  informa- 
tion that  is  both  relevant  and  accurate,  while  the 
notes  are  also  exactly  what  is  required.  There  is 
also  a  most  commendable  freedom  from  mis- 
prints and  from  those  small  but  irritating  mis- 
takes which  are  specially  prone  to  mar  books 
such  as  this,  incorporating  many  thousands  of 
factual  details.  I  only  noticed  half  a  dozen  tiny 
slips  in  all. 

The  'age  of  Rococo*  is  interpreted  very  liber- 
ally, as  it  was  in  the  exhibition,  to  include  artists 
such  as  Hogarth  or  Richard  Wilson  or  Jan  van 
Huysum,  whose  work  belongs  to  the  age  but 


not  to  the  style;  but  one  is  far  from  having  any 
regrets  on  this  score.  For  although  the  term 
Rococo  remains  a  somewhat  loose  one,  eluding 
precise  definition,  its  associations,  on  the  secular 
side,  are  aristocratic  and  pleasure-loving,  and  its 
range  correspondingly  limited.  The  character  of 
the  art  reflects  the  nature  of  the  patronage.  The 
patrons,  in  every  country  in  which  it  flourished, 
were  a  privileged  few  who  had  nearly  all  the 
money  and  nearly  all  the  fun :  people  who,  hav- 
ing no  duties  and  no  responsibilities,  had  all  the 
time  in  the  world  to  develop  and  cultivate  their 
taste.  Hence  the  associational  characteristics  with 
which  we  are  all  familiar:  the  gaiety,  the 
frivolity,  the  make-believe;  the  elegance,  the 
refinement,  the  sophistication;  the  materialism, 
the  coquetry,  the  lechery;  and  the  heartlessness 
which  is  perhaps  the  period's  least  agreeable 
characteristic.  It  was  typical  of  this  society  that 
it  did  not  at  all  object  to  artificial  flowers:  in- 
deed, we  are  told  that  'porcelain  flowers  were 
preferred  to  real  ones  because  people  found 
them  more  beautiful  and  more  precious,  an 
improvement  on  the  imperfections  of  nature'. 

What,  however,  is  so  striking  as  one  turns  the 
pages  of  this  book  is  the  really  masterly  artistic 
quality  of  so  many  of  the  works  represented.  De- 
signs splendidly  organised,  radiant  painting  of 
light,  brilliant  draughtsmanship,  enchantingly 
attractive  colour  (e.g.,  Plate  IV,  a  detail  from  a 
Watteau  Mezzetino),  and,  in  every  single  work, 
that  superlative  standard  of  craftsmanship  which 
these  patrons  expected  and  received  as  a  matter 
of  course.  Confronted  with  such  qualities  as 
these,  the  associational  limitations  (and  it  must 
be  admitted  that  the  persistent  eroticism,  in  par- 
ticular, does  tend  in  time  to  become  tedious) 
seem  to  matter  little :  one  can  accept  almost  any 
subject,  if  it  is  rendered  as  brilliantly  as  this.  And 
if  brilliance  itself  should  pall,  the  book  also  finds 
room  for  Chardin,  less  subtle  but  more  pro- 
found and  much  more  lovable  than  all  the 
artists  who  worked  for  the  aristocracy.  Char- 
din's  sitters,  mostly  humble  people,  are  generally 
absorbed  in  some  sort  of  action,  however 
trivial.  With  a  lesser  artist,  this  'business'  might 
be  tiresome:  but  with  him  the  narrative  aspect 
is  always  discreet,  never  overstressed,  and  the 
figures  are  imbued  with  a  pervasive  tenderness. 
It  is  this  delicacy  of  feeling  which  serves  to  link 
him,  despite  many  differences,  with  some  of  his 
Rococo  contemporaries. 

The  Rococo  period  represents  the  last  phase  of 
European  art  in  which  the  pagan  spirit  still  found 
rich  and  joyous  expression.  In  more  than  one 
Rococo  church  in  Bavaria,  the  Virgin  ascends 
to  heaven  attired  as  if  for  some  festive  picnic- 
party  with  the  gods  on  Mount  Olympus.  Tie- 
polo  painted  Doges  and  Electors  being  con- 
ducted airily  across  the  heavens  to  hobnob  with 
the  gods  on  almost  equal  terms,  as  can  be  seen 
in  Plate  197,  from  Wurzburg,  showing  Apollo 
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FLEMISH 
PAINTERS 

by  R.  H.  Wilenski 

A  major  work  of  art-historical  documentation, 
in  two  handsome  volumes,  volume  one  is  an 
historical  survey  of  the  lives,  circumstances  and 
productions  of  Flemish  painters  1430-1830, 
with  a  Dictionary  of  painters  covering  the  whole 
period  down  to  1900.  volume  two  contains 
over  900  reproductions  of  pictures  discussed, 
sixteen  of  them  in  colour.  Price  for  the  set  of  two 
volumes  {not  sold  separately)  12  gns. 

Japanese  Colour 
Prints 

LAURENCE  BINYON 
&  J.  J.  O'BRIEN  SEXTON 

basil  gray  has  edited  this  new  edition  of  a 
standard  work  which  first  appeared  in  1923,  and 
which  has  long  been  out  of  print.  With  48  plates, 
16  in  colour.  4  gns. 

Matisse  from  the  Life 

RAYMOND  ESCHOLIER 

This  revealing  book  about  Henri  Matisse's  life 
and  work  is  full  of  new  material,  mainly  un- 
published letters,  expressing  his  thought  and 
opinions.  There  are  55  drawings  in  the  text,  and 
66  reproductions,  eight  of  them  in  colour. 
Translated  by  Geraldine  and  H.  M.  Colville; 
with  an  Introduction  and  notes  by  R.  H. 
Wilenski.  3  gns. 

The  Vienna  Genesis 

EMMY  WELLESZ 

A  new  volume  in  The  Faber  Library  of  Illumina- 
ted Manuscripts.  With  eight  plates  in  colour. 

25/- 

Italian  Renaissance 
Studies 

Edited  by  E.  F.  JACOB 

A  distinguished  collection  of  essays  on  various 
aspects  of  Italian  civilisation  in  the  later  15th 
century.  The  volume  is  dedicated  to  the  memory 
of  the  late  Dr  C.  M.  Ady.  With  41  plates.  3  gns. 


conducting  Beatrice  of  Burgundy  straight  across 
the  sky  for  her  marriage  to  the  Emperor 
Frederick  Barbarossa :  a  deliciously  Rococo  sub- 
ject !  It  was  a  world  of  make-believe,  all  ren- 
dered with  superb  verve  and  an  almost  incredible 
virtuosity. 

English  art  only  occupies  a  very  modest  place 
in  this  book,  despite  the  fact  that  'England  in  the 
eighteenth  century  gave  the  lead  to  Europe  in 
many  different  ways'  (p.  85).  But  since  our  most 
important  contributions  to  the  art  of  the  age 
were  in  architecture  and  especially  (from  the 
European  standpoint)  in  landscape  gardening, 
two  aspects  of  art  which  are  barely  touched  on 
in  this  work,  there  can  be  no  cause  here  for 
complaint.  Church  art  also  receives  only  the 
briefest  attention  in  these  pages.  In  its  secular 
aspects  Rococo  was  essentially  the  art  of  aristo- 
cratic societies  buttressing  absolute  rulers.  Eng- 
land at  this  time  was  the  one  major  country  in 
Europe  which  no  longer  had  to  support  the  in- 
cubus of  an  absolute  monarchy.  Thus,  despite 
occasional  incursions  into  the  Rococo,  as  in 
Chelsea  and  Bow  porcelain,  Soho  chinoiserie 
tapestries,  or  some  of  the  carved  wood  and 
plaster  decoration  at  Claydon  House,  the  truth 
is  that  there  is  hardly  any  European  country  in 
which  the  style  can  be  seen  to  less  effect  than  in 
our  own. — A.C-T. 

THE  KREMLIN  ART  TREASURES:  By 

David  Douglas  Duncan.  (London:  Studio 
Books,  large  4to.  ^7  10s.  net.) 

MUCH  of  the  glory  that  was  Byzantium  has 
passed  on  to  Russia,  and  today  one  can  probably 
conceive  a  clearer  picture  of  the  magnificence  of 
the  Great  Palace  of  the  emperors  who  ruled 
Christendom  for  more  than  a  thousand  years  at 
Constantinople  by  visiting  the  Kremlin  at 
Moscow  than  in  any  other  way.  There,  more 
than  anywhere  else,  are  to  be  found  in  associa- 
tion the  mass  of  heterogeneous  buildings — 
churches,  audience  halls,  living  rooms  and 
quarters  for  the  guards — that  compose  an  East- 
Christian  palace,  and  only  there  is  there  con- 
centrated a  treasure  of  kindred  character  and  of 
comparable  wealth  and  luxury.  Until  quite 
recently  it  remained  a  closed  book  to  more  than 
a  very  few,  even  if  most  of  its  treasures  were 
familiar  to  specialists  through  photographs. 
But  travellers  have  spoken  of  the  Kremlin  in 
awed  tones  for  many  centuries,  and  all  who  have 
read  books  on  Russia  will  have  experienced 
something  of  its  strange,  almost  mystic,  appeal. 
Now,  for  the  first  time,  an  attempt  is  made  to 
convey  something  of  the  romance  and  beauty  of 
its  buildings  and  of  the  glorious  brilliance  of 
their  contents  with  the  aid  of  a  mass  of  rich 
coloured  plates.  There  are  83  of  them  in  this 
book,  of  varying  sizes,  and  they  range  from  an 
ominous  but  very  lovely  view  of  the  Kremlin 
walls,  with  the  Red  Square  behind  (p.  10), 
on  what  appears  to  be  a  cold  winter's  evening,  to 
numerous  detailed  photographs  of  such  superb 
objects  as  Monomach's  crown  or  a  court  costume 
of  Catherine  the  Great.  Building  and  treasures 
alike  have  a  strange,  almost  barbarous,  beauty, 
which  is  something  quite  unfamiliar  to  the 
western  eye.  In  spite  of  the  fact  chat  it  was  not 
permitted  to  remove  the  objects  from  their 


cases,  the  photographs  are  mostly  very  impres- 
sive and  serve  to  give  a  very  good  impression  of 
the  objects  they  represent.  But  they  are  pic- 
turesque rather  than  precise,  and  are  not  of  the 
type  likely  to  be  of  much  use  to  art-historians. 
The  text  forms  a  somewhat  disconnected  run- 
ning accompaniment  to  the  plates,  rather  like  the 
script  of  a  travelogue,  but  it  is  written  with 
obvious  enthusiasm,  and  conveys  a  vivid,  though 
not  very  profound,  summary  of  Russia's 
troubled  history.  The  plates  are  discussed  more 
fully  in  notes  at  the  end,  but,  though  informa- 
tive, these  are  also  somewhat  superficial.  There 
is  a  short  bibliography,  but  curiously  enough 
some  of  the  most  recent  and  more  accessible 
books  about  Russian  art  in  general  and  the 
Kremlin  in  particular  are  omitted.  In  fact,  the 
book  is  not  a  work  of  scholarship.  But  it  does  not 
pretend  to  be:  it  is,  rather,  a  colourful  intro- 
duction to  this  fantastic  treasure-house.  At 
£j]  1  os.  however  it  is  a  very  expensive  intro- 
duction, and  at  the  price  one  would  wish  for 
more  substantial  meat. — D.T.R. 

ROMANESQUE  EUROPE:  Edited  by  Har- 
ald  Busch  and  Bernd  Lohse.  Introduction  by 
R.  H.  C.  Davis.  Commentaries  on  the  Illustra- 
tions by  Helmut  Domke,  trans,  by  Peter 
Gorge.  Pp.  248.  Pis.  227.  (London:  B.  T. 
Batsford,  i960 :  45s.  net.) 

THIS  is  primarily  a  picture  book,  printed  in 
Germany:  nearly  all  the  227  plates  occupy  a 
whole  page  (io£x8  in.).  Photographically  the 
standard  is  splendid.  Some  three  dozen  illustra- 
tions have  been  contributed  by  English  architec- 
tural photographers,  including  all  our  three  best- 
known  :  Edwin  Smith,  A.  F.  Kersting  and  Herbert 
Felton.  Examples  have  been  culled  from  sixteen 
countries,  including  59  from  Germany,  57  from 
France,  44  from  Italy  and  3 1  from  England. 

I  mention  these  figures  deliberately,  because, 
although  this  book  cannot  fail  to  give  pleasure, 
the  balance  is  not  right.  Numerically,  Germany 
is  over-represented,  England  inadequately.  The 
choice  of  illustrations,  although  sometimes  with- 
out doubt  unhackneyed  (who  would  have 
thought  of  finding  here  St.  Leonard's  Priory  at 
Stamford?),  is  also,  in  certain  respects,  idiosyn- 
cratic. For  some  of  the  countries — not  Italy, 
which  is  admirably  represented — there  is  such  a 
dearth  of  general  views  that  a  layman  lacking 
previous  knowledge  would  be  hard  put  to  it  to 
capture  any  total  impression  of  the  Romanesque 
architecture.  Among  the  English  plates,  for 
instance,  there  is  none  at  all  of  St.  Albans, 
Hereford  or  Southwell,  nor  can  one  look  along 
the  naves  of  Gloucester  or  Tewkesbury,  Ely  or 
Norwich  or  Rochester:  not  even  of  Durham 
itself.  The  only  'vista  views'  are  of  Walsoken 
church  in  Norfolk  and  a  partial  one  of  the  nave 
of  Peterborough,  which  incidentally  is  wrongly 
captioned  'the  huge  choir'.  The  editors  have 
been  foxed  by  the  fact  that  the  ritual  choir  here 
occupies  two  bays  of  the  architectural  nave. 

The  opening  sentence  of  the  introduction 
announces  that  'Romanesque  architecture  devel- 
oped out  of  a  deliberate  attempt  to  copy  the 
Romans' :  but  that  is  an  over-simplification.  This 
style,  which  received  its  distinguishing  label  only 
a  little  more  than  one  century  ago,  owed  a  great 
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deal  to  the  Romans;  but  much  also  came  from 
Byzantine  sources,  and  several  other  styles, 
Celtic,  Carolingian,  even  Saracenic,  also  had 
their  distinctive  contributions  to  make.  Tliis  will 
no  doubt  have  rendered  the  task  of  presentation 
difficult,  but  it  cannot  be  said  that  the  editors 
have  done  very  well  in  this  respect.  It  is  impos- 
sible to  discover  any  clear  principle  of  arrange- 
ment, either  of  plates  or  text  (which,  rather 
oddly,  do  not  correspond).  With  only  15  pages 
at  his  disposal,  Dr.  Domke's  notes  are  inevitably 
a  great  scamper  hither  and  thither,  with  no  time 
to  develop  any  themes.  The  introduction  by  Mr. 
Davis  is  fresh  and  lively,  but  also  all  too  short. 

Yet  when  all  these  criticisms  have  been  made, 
enough  remains  on  the  credit  side  to  render  this 
book  well  worth  having.  Romanesque  art,  let  it 
not  be  forgotten,  was  the  product  of  an  age  when 
the  conditions  of  living  were  very  hard,  when 
disease  and  insecurity  were  rife,  when  fires  were 
frequent,  when  the  minds  of  men  were  forever 
haunted  with  fears  of  pain  and  suffering.  Small 
wonder,  then,  that,  where  day  to  day  existence 
had  so  little  to  offer  in  which  to  rejoice,  men's 
thoughts  turned  to  God  and  to  the  possible 
prospect  of  better  things  in  a  life  beyond.  These 
fears  and  aspirations  were  expressed  most  power- 
fully through  sculpture,  and,  although  person- 
ally I  could  not  agree  (I  wish  I  could)  with  Dr. 
Domke's  statement  that  'the  so-called  Prior's 
Doorway  at  Ely  can  stand  comparison  with  the 
greatest  works  of  contemporary  sculpture  on 
the  Continent',  it  is  one  of  this  book's  merits 
that  there  is  a  good  deal  of  sculptural  detail  in 
stone,  some  of  it  very  strikingly  pictured. 

Bronze  sculpture,  mural  painting,  the  painted 
wooden  ceiling  at  Zillis,  stained  glass  at  Augs- 
burg, and  even  a  mosaic  at  Palermo  are  also 
included  to  good  effect,  as  well  as  some  secular 
architecture.  On  the  other  hand,  there  are  only 
five  plans,  and  no  map.  For  students,  therefore, 
the  usefulness  of  this  book  will  be  almost  entirely 
as  a  work  of  illustrative  reference.  For  non- 
specialists  it  offers  a  rich  photographic  pasture 
for  gentle  browsing. — A.C-T. 

FASHIONS  IN  CHURCH  FURNISHINGS. 
1840-1940:  By  Peter  F.  Anson.  (London: 
The  Faith  Press.  50s.  net.) 

UNTIL  very  lately  little  of  any  consequence  has 
been  written  about  the  furniture  and  decoration 
of  churches  in  the  Victorian  age,  though  for 
earlier  periods  there  is  an  adequate  literature  of 
the  subject.  The  author  of  this  volume,  formerly 
an  oblate-brother  of  the  Roman  Benedictines, 
has  set  out  to  remedy  the  surprising  and  un- 
justifiable neglect  of  a  highly  important  aspect 
of  the  later  Gothic  Revival.  He  has  accumulated 
over  fifty  years  a  vast  quantity  of  information 
concerning  this  aspect  of  a  movement  which  did 
not  lose  its  impetus  until  well  into  the  present 
century.  Here  he  presents  a  comprehensive 
survey  of  the  activities  or  all  those  who  have  been 
prominently  concerned  with  the  adornment  of 
churches  from  the  days  of  the  Early  Tractarians 
down  to  the  development  of  the  Liturgical 
movement  during  the  last  war  which  both  here 
and  abroad  has  brought  about  a  return  to  auster- 
ity: the  austerity  being  carried  so  far  that  in  many 
Roman  churches  with  a  central  altar  there  is  but 


little  in  the  arrangements  to  distinguish  them 
from  meeting-houses. 

This  may  now  perhaps  be  said  to  be  the 
dominant  trend  in  church  furnishing  and  decor- 
ation. It  is  prompted  by  a  desire  to  return  to 
primitive  practice  and  the  conception  of  the 
auditory  church  for  the  rendering  of  the  liturgy. 
The  wheel  has  thus  come  full  circle  after  a  cen- 
tury or  so  of  intense  mediaevalism,  often  lacking 
sound  precedent  (despite  the  Liturgical  Society, 
the  Alcuin  Club  and  other  such  self-confident 
guides),  and  prone  to  indulge  when  means 
allowed  in  a  positive  orgy  of  carved,  painted, 
gilded  and  inlaid  decoration — with  garish  encaus- 
tic tiles — as  one  of  the  distinctive  badges  of  the 
movement.  Here  all  its  leaders,  with  many  lesser 
exponents  of  it  besides,  are  passed  in  review 
and  their  chief  works  recorded  with  'discrimina- 
ting praise  for  their  vision  and  achievement'; 
though  some  individual  instances  may  raise 
doubts  as  to  whether  the  praise  is  indeed  very 
discriminating.  As  the  publishers  put  it — Mr. 
Anson  'surveys  a  crowded  century  of  ecclesiastical 
activity;  starting  from  the  rood  screens  and  dim 
religious  light  of  Augustus  Welby  Pugin  and 
the  Cambridge  Camden  Society,  through  the 
busy  restoration  activities  of  later  architects, 
obsessed  with  the  mock-mediaeval,  the  pseudo- 
Renaissance,  the  often  bogus  Baroque  and  Rococo, 
the  'Primitive — the  Anglicans  sometimes  more 
Roman  than  Rome,  the  Papist  bleaker  than  the 
Puritans'. 

That  is  an  apt  summary  of  a  book  hard  to 
summarise.  The  author  assures  us  that  he  has  not 
aimed  to  provide  a  history  of  church  art  in  the 
period  but  rather  'a  picture  in  which  I  hope  a 
pattern  of  both  art  and  life  will  emerge'.  That 
aim,  has  been  imperfectly  fulfilled,  and  the 
pattern  is  too  often  lost  in  the  dense  web  of 
descriptive  detail.  The  interiors  of  so  many 
churches  are  described  that  as  one  passes  from 
Pugin  to  Butterfield,  Gilbert  Scott,  Street, 
Pearson  and  Comper  down  to  the  present  time  a 
soporific,  monotonous  effect  is  produced,  des- 
pite the  interpolation  of  many  entertaining 
quotations  and  digressions  into  contemporary 
costume;  since  we  are  exhorted  to  view  the 
passing  scenes  as  a  whole.  The  survey  includes 
Anglican,  Roman  and  Protestant  Nonconform- 
ist churches  and  chapels.  Written  by  a  Roman 
convert,  the  tone  here  and  there  is  mildly  derisive 
and  superior,  but  fair  and  appreciative  of  the 
Anglican  achievement  as  a  whole;  and  indeed 
the  author  could  scarcely  minimise  its  signific- 
ance, for  it  supplies  both  in  text  and  illustrations 
by  far  the  greater  part  of  his  book.  Though  con- 
ceived on  different  lines,  it  covers,  discursively 
but  with  reliable  information,  a  much  wider 
field  during  the  period  under  review  than 
Addleshaw  and  Etchells'  scholarly  book  The 
Architectural  Setting  of  Anglican  Worship  and 
provides  a  valuable  supplement  to  that  admirable 
work. 

The  illustrations  are  disappointing.  Even 
allowing  for  the  difficulties  inseparable  from 
such  subjects — about  a  score  of  fairly  adequate 
photographs  are  interspersed  with  reproductions 
of  a  considerably  larger  number  of  sadly 
undistinguished  line  drawings.  With  whatever 
reservations  may  be  made  the  author  has 
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THE 

JAPANESE  PRINT 

A  NEW  APPROACH 

by  J.  HTT.T  JER  author  of  Japanese 
Masters  of  the  Colour  Print  and 
Hokusai. 

The  strong  recent  revival  of  interest 
in  Japanese  art  has  resulted  in  a 
number  of  books.  Among  these  a 
new  work  by  so  great  an  authority  as 
Mr.  Hillier  must  hold  a  leading  place. 
Here  he  breaks  fresh  ground,  dealing 
with  great  but  lesser-known  artists, 
the  work  of  each  of  whom  becomes 
the  centre  of  a  theme  on  some  facet 
of  the  art  of  the  print.  194  pages. 
64  plates.  37s.  6d.  net 

VICTORIANA 

A  COLLECTOR'S  GUIDE 

by  VIOLET  WOOD 

A  much-needed  and  well-illustrated 
guide  to  what  is  probably  the  most 
popular  of  the  new  fields  of  antique 
collecting.  The  author  has  lived 
among  Victoriana  all  her  life,  has 
collected  it  for  forty  years,  and 
recently  has  become  a  noted  dealer  in 
it.  176  pages.  43  photographs.  35 
drawings.  30s.  net. 

DECORATIVE 
CAST  IRONWORK 

IN  GREAT  BRITAIN 

by  RAYMOND  LISTER  author  of 
Decorative  Wrought  Ironwork  in  Gt. 
Britain  (35/-) 

Like  the  author's  previous  book  this 
companion  volume  fills  a  need.  The 
treatment  is  again  technical,  artistic 
and  historical.  The  range  is  wide: 
domestic,  architectural,  surveyor's 
cast  ironwork,  and  iron  cannon.  Mr. 
Lister  writes  from  an  extensive 
practical  experience  of  contemporary 
ironwork.  290  pages.  51  half-tones. 
84  drawings.  35s.  net. 
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The  Wood 
Engravings  of 
Joan  Hassall 

With  an  Introduction  by 

RUARI  MCLEAN 

Joan  Hassall  is  the  most  delicate  of 
modern  engravers.  191  of  her  engravings 
are  reproduced  here :  decorations  and 
devices  for  bookplates,  Christmas  cards, 
and  leaflets  of  various  kinds,  which  have 
transformed  many  an  otherwise  ordinary 
document  into  a  collector's  piece.  There 
are  also  examples  of  her  book  illustration. 

21s  net 

Athos 

The  Mountain  of  Silence 

PHILIP  SHERRARD 

With  colour-photographs  by 

PAUL  DU   MARCHIE  V.  VOORTHUYSEN 

The  life  of  the  monks  on  the  rocky 
peninsula  of  Mount  Athos,  presented  in 
its  setting  of  landscape,  architecture, 
and  art,  superb  photographs  being 
matched  by  first-class  writing.        50s  net 

Two  Sixteenth  Century  Works  on 
Calligraphy  published  in  association  with 
the  Lion  and  Unicorn  Press  of  the 
Royal  College  of  Art 

Handwriting 
Manual 

entitled  A  Practical  and  Weil- 
Grounded  Formulary  for 
Divers  Fair  Hands 

WOLFFGANG  FUGGER 

Foreword  by  HARRY  CARTER 
Translated  from  medieval  German  by 
FREDERICK  PLAAT 

Wolffgang  Fugger  was  a  printer  in 
Nuremberg  in  1551,  and  was  also  a 
disciple  of  the  famous  German  writing 
master  Johann  Neudorffer.  This  manual 
is  the  earliest  to  deal  in  any  way  with 
the  design  of  types  and  it  is  a  supreme 
example  of  engraving.     Illustrated  21s  net 

A  Facsimile  of  the 
1550  Edition  of 

Arte  Subtilissima 

JUAN  DE  YCIAR 

Introduced  by  REYNOLDS  STONE 
Translated  from  medieval  Spanish  by 
EVELYN  SHUCKBURGH 

Arte  Subtilissima,  by  the  calligrapher  and 
teacher  Juan  de  Yciar,  and  the  engraver 
Juan  de  Vingles,  is  now  rare.  This  is  a 
facsimile  of  the  second  enlarged  edition  of 
a  book  which  is  particularly  valuable  for 
its  decoration  and  the  light  it  throws  on 
the  part  played  by  the  engraver.      25s  net 
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produced  a  fascinating  book,  which  as  the 
'blurb'  quite  justly  claims,  should  'delight  the 
ecclesiologists  and  all  who  follow  Mr.  John 
Betjemanonhis  "steeple-chasing"'.  That  eminent 
authority  and  other  confirmed  addicts  of 
Victorian  art  are  not  likely  to  complain  of  a 
surfeit  of  good  tilings. — R.E. 

IRISH  FAMILIES,  THEIR  NAMES,  ARMS 
AND  ORIGINS:  By  Edward  MacLysaght, 
366  pp.,  illustrated,  XXVII  plates  of  arms  and 
2  maps.  (Dublin:  Hodges  Figgis  &  Co.  Ltd., 
I957-) 

ALTHOUGH  nationalism  is  one  of  the  curses 
of  the  modern  world,  it  has  its  uses  in  the  sphere 
of  genealogy  for  without  an  understanding  of 
the  circumstances  of  a  nation's  history  it  is  im- 
possible to  understand  the  conditions  in  which  a 
pedigree  has  to  be  traced"  in  that  nation.  No 
country  has  more  need  of  a  careful  exposition  of 
its  history  vis-a-vis  genealogical  research  than 
Ireland.  It  is  to  one  important  aspect  of  Irish 
Genealogy  that  Dr.  MacLysaght  has  addressed 
himself  in  the  present  work.  He  was  appointed 
in  1943  as  the  first  Chief  Herald  of  Ireland  in 
succession  to  the  former  controller  of  Dublin 
Castle  heraldic  archives,  the  Ulster  King  of 
Arms,  and  is  thus  well  qualified  to  write  on  the 
subject.  The  work  is  very  largely  composed  of 
an  analysis  of  Irish  surnames,  or  of  surnames  in 
use  in  Ireland  now.  It  contains  much  useful  in- 
formation and  should  be  in  the  possession  of  all 
who  are  concerned  with  the  study  of  Irish 
genealogy.  The  author's  method  is  to  describe 
first  the  present  state  of  study  on  the  subject, 
dealing  in  passing  with  that  distortion  of 
genealogy,  the  late  John  O'Hart's  Irish  Pedigrees. 
He  defines  a  sept  as  'a  collective  term  describing 
a  group  of  persons  who,  or  whose  immediate 
and  known  ancestors  bore  a  common  surname 
and  inhabited  the  same  locality'  (p.  11).  He  then 
deals  with  Mac  and  O  (explaining  that  Mac  is 
by  no  means  exclusively  a  Scottish  prefix) ;  the 
distortion  of  Irish  surnames;  then  distribution 
and  continuity;  and  changes  of  name.  In  the 
last  mentioned  connection,  English  and  Scots 
can  sympathize  with  the  Irish,  for  it  does  seem 
astonishing  that  in  Ireland  as  in  Great  Britain  an 
ancient  and  honoured  name  can  legally  be 
assumed  by  any  person  of  foreign  extraction 
who  has  become  naturalized. 

The  bulk  of  the  book  (some  234  pages)  is  then 
taken  up  with  Irish  families.  Their  Names  and 
Origins,  a  brief  synopsis  of  the  history  being 
given  in  each  case.  There  is  a  further  section  deal- 
ing with  Anglo-Irish  surnames  in  which  the 
author  deals  with  names  of  invaders  and  settlers 
from  the  sixteenth  to  eighteenth  centuries.  The 
earlier  Anglo-Norman  settlers  he  regards  as 
having  become  Irish  by  assimilation.  The  Ap- 
pendices will  prove  useful,  and  one  item  (p.  287) 
on  Norse  names  will  do  something  to  illuminate 
a  much  obscured  part  of  Irish  genealogy. 

No  doubt  items  can  be  challenged  here  and 
there.  Burke's  Landed  Gentry  of  Ireland  has  for 
full  title  'A  Genealogical  and  Heraldic  History' 
not  'List'  (p.  331);  de  Courcy  would  seem  to 
merit  more  than  a  passing  reference  (pps.  291 
and  311) ;  Haugh  (p.  306)  seems  hardly  likely  to 
be  a  native  form  of  Hawe.  One  main  portion  of 


the  work  will  cause  genealogists  outside  the 
Republic  of  Ireland  to  wonder,  namely  the 
assumption,  frequent  now  among  Irish  nation- 
alists, that  a  common  English  name  in  use  in 
Ireland  was  adopted  as  a  disguise  or  translation 
for  an  Irish  original.  Those  who  attempt  to 
prove  this  must  in  many  cases  meet  unbridge- 
able rivers  and  bogs  in  their  genealogical 
wanderings. 

The  publishers  state  that  the  book  is  made 
entirely  in  Dublin  and  claims  that  this  is  some 
credit  to  Irish  industry.  This  claim  can  be  con- 
ceded; unfamiliarity  with  costs  and  conditions 
in  Irish  printing  make  it  hard  for  a  reviewer  to 
judge  the  necessity  for  a  price  of  five  guineas. 
There  are  243  coloured  illustrations  of  arms,  well 
executed,  but  without  helmets,  which  makes  the 
crest  and  wreath  airborne  above  the  shield,  a 
reversion  to  an  unfortunate  English  Victorian 
habit.  These  minor  cirticisms  apart,  the  book  is 
to  be  heartily  commended. — L.G.P. 

C.  L.  DAVIDS  SAMLING,  TREDJE  DEL, 

(Copenhagen  (1958):  Bibliotheque  Royale). 

THE  work  under  review,  as  its  title  implies,  is 
the  third  volume  of  the  publication  covering  the 
famous  collection  gathered  together  in  the  Kron- 
prinsessegade  in  Copenhagen  by  Hojesterets- 
sagforer  C.  L.  David.  It  is  not  a  catalogue  in  the 
conventional  sense,  but  a  series  of  essays  intro- 
ducing illustrations  which  cover  the  various 
categories  of  the  collection.  C.  L.  David  himself 
appropriately  sets  the  ball  rolling  with  an  excel- 
lent section  on  the  faience  of  the  Store  Kongens- 
gade  factory  in  Copenhagen.  Since  the  collection 
includes  mostly  pieces  of  exceptional  character, 
this  section  is  perhaps  hardly  a  good  introduction 
to  the  factory's  work  as  a  whole.  It  does,  how- 
ever, contain  interesting  observations  on  the 
table-trays  and  the  mitre-shaped  punch-bowls, 
both  forms  which  found  their  first  extensive 
adoption  at  the  Store  Kongensgade  factory,  to 
be  later  taken  up  elsewhere  in  the  Danish- 
Norwegian  kingdom. 

Dr.  Vagn  Poulsen  writes  on  the  Turkish  pot- 
tery and,  basing  himself  on  Mr.  Arthur  Lane's 
classification  of  the  material  in  Ars  Orientalis  and 
in  his  Later  Islamic  Pottery,  produces  a  lucid 
exposition  of  the  subject.  Unfortunately  the 
collection  itself,  whilst  rich  in  'Rhodian'  dishes 
of  the  conventional  types  (including  a  good 
example  with  a  ship),  provides  little  material  to 
illustrate  the  development  of  Isnik  pottery 
before  about  1550. 

Dr.  Erik  Zahle  writes  on  the  only  piece  of 
Venetian  glass  in  the  collection,  but  that  a  gilt 
and  enamelled  covered  goblet  of  the  most 
splendid  kind.  In  his  introductory  essay  he  makes 
the  interesting  point  that  the  so-called  Mathias 
Corvinus  goblet  might  equally  well  have  been 
made  for  his  successor  Wladislaw  II  Jagello 
(1490-15 16). 

The  same  author  deals  with  the  growth  of  the 
collection  of  paintings.  Perhaps  outstanding 
amongst  these  is  the  small  panel,  probably  an 
overdoor,  representing  a  Chinese  kneeling  and 
kissing  the  hand  of  his  lady.  This  is  signed  by 
Boucher  and  dated  1742,  and  forms  a  pendant  to 
a  similar  representation,  of  a  Chinese  lady 
drinking  tea,  once  in  the  Eugene  Feral  Collec- 


58 


tion.  The  Netherlands  school  is  represented  by 
an  airy  landscape  by  David  Teniers  the  Younger, 
two  idealised  Italian  views  by  Jan  Asselijn,  and  a 
pompous  still-life  of  dead  birds  and  fruit  from 
the  brush  of  Jan  Weenix.  A  Perroneau  portrait 
of  a  man,  dated  1767,  by  no  means  outshines  the 
brilliant  portrait  of  Kammerherre  J.  F.  Linden- 
crone  by  Jens  Juel,  the  greatest  of  Danish 
eighteenth-century  painters.  This  recalls  in  its 
suave  urbanity  the  work  of  Roslin.  Juel  is  further 
represented  by  a  charming  pastel  portrait  and  a 
drawing.  Less  distinguished  are  two  other  por- 
traits by  Danish  eighteenth-century  painters — 
one  a  portrait  of  Queen  Louise  by  Peder  Als 
which  reflects  faithfully  the  flashy  style  of  his 
master,  Pilo ;  and  the  other  a  sharply  contrasting 
portrait  of  the  Emperor  Paul  of  Russia  as  a  boy, 
by  Vigilius  Erichsen.  Far  less  competent  than  the 
Als,  it  has  nevertheless  a  repose  and  sincerity 
which  are  perhaps  more  lasting  qualities.  This 
section  of  the  book  is  rounded  off  by  a  series  of 
paintings  by  modern  Danish  artists  whose  in- 
terest is  naturally  greater  in  a  Danish  context 
than  on  the  international  stage. 

Dr.  Erik  Lassen  contributes  an  excellent  com- 
mentary on  the  English  silver  in  the  collection. 
This  includes  some  fine  things,  notably  the 
Charles  II  covered  silver-gilt  vase  (p.  193), 
Anthony  Nelme's  fluted  bowl  (p.  201)  the 
covered  cup  by  Edward  Feline  (p.  205),  and 
(p.  211)  the  openwork  basket  (apparently  in 
Danish  ownership  since  1766).  The  salver  on 
page  207  is  illustrated  upside-down.  There  is  no 
commentary  on  the  Danish  silver  shown  on 
pages  215-227,  an  omission  which  will  be  re- 
gretted by  English  readers. 

The  production  of  this  book  is  on  the  same 
high  level  as  was  attained  in  the  previous  two 
volumes,  and  constitutes  it  a  very  handsome 
record  of  a  magnificent  personal  collection. 
— RJ.C. 

THE  KINDRED  SPIRIT:  By  Lord  Kinross. 
(London:  Newman  Neame  Ltd.  21s.  net.) 

THIS  book  by  Lord  Kinross  charms  the  mind 
with  the  benevolent  ease  of  the  product  which  it 
advertises :  Booth's  Gin.  As  a  nation  the  British 
have  learned  to  drink  like  gentlemen — to  judge 
at  least  by  the  appearance  of  our  streets  and  of 
our  pubs  in  town  and  country.  It  was  not,  of 
course,  always  so;  and  it  was  often  the  gentry 
themselves  who  were  the  worst  offenders.  But, 
as  the  magistrate  said,  when  accused  of  discrim- 
inating between  his  own  drunkenness  and  that  of 
a  culprit  whom  he  was  imprisoning  for  that 
offence:  'when  I  am  tight  the  butler  puts  me  to 
bed'.  Lord  Kinross  describes  how  in  the  eight- 
eenth and  nineteenth  centuries,  when  gin  was 
cheap  and  made  without  legalised  standards, 
slum  dwellers,  ruined  by  drink,  were  to  be  seen 
everywhere  (see  Hogarth's  'Gin  Lane').  Many 
advocated  prohibition.  But  Mr.  Gladstone  put 
his  finger  on  the  spot:  'How  can  I,  who  drink 
good  wine  and  bitter  beer  every  day,  coolly  stand 
up  and  advise  hard-working  fellow  creatures  to 
take  the  pledge'.  He  thus  indicated  what  has 
been  the  keystone  of  the  Booth  policy  always ; 
improvement  of  quality.  It  has  paid  off  very 
handsomely.  In  existence  in  1740,  by  1828  the 
family  business  owned  the  biggest  distillery  in 


England,  and  Felix  Booth,  head  of  it,  had 
become  a  Sheriff  of  the  City  of  London  and 
backer  of  Captain  Ross'  expedition  to  seek  the 
North- West  Passage.  He  was  rewarded  by  the 
attribution  of  his  name  to  certain  territories. 

The  book  covers  a  wide  field:  it  includes  the 
introduction  of  the  cocktail  to  the  City  of 
London  by  an  American  barman  in  i860  under 
such  jolly  names  as  Connecticut  Eye-opener, 
Alabama  Fog-cutter,  and  Lightning  Smash.  It 
speculates  on  the  origin  of  the  word  itself — as 
shrouded  in  mystery  as  the  problematic  O.K. — 
while  for  those  who  do  not  like  to  take  the  good 
things  of  life  for  granted,  and  are  interested  in 
techniques,  there  is  much  of  interest  concerning 
the  production  of  Booth's  Gin  throughout  the 
life  of  the  firm  down  to  the  present  day.  The 
illustrations  are  varied  and  well  presented  and 
the  whole  should  make  a  welcome  companion 
on  the  bedside  table. — A.D. 


Mr.  Denys  Sutton  writes  to  us:  'In  his  review 
of  my  book,  Andri  Derain  (Phaidon  Press),  pub- 
lished in  your  April  issue,  your  reviewer  states 
that  the  text  of  this  book  is  an  expansion  of  my 
essay  in  the  catalogue  of  the  Derain  exhibition 
held  at  Wildenstein's  in  1957.  Inevitably  some 
of  the  points  made  on  that  occasion  are  repeated 
in  my  book ;  how  could  it  be  otherwise  ?  How- 
ever, I  would  like  to  point  out  that  the  text  in 
this  volume  (incidentally  the  first  book  on 
Derain  to  be  published  in  Britain)  is  over  five 
times  the  length  of  my  essay !  The  reviewer  goes 
on  to  say  that  both  my  volume  and  Mr.  John 
Russell's  Braque  (in  the  same  series)  "make  it 
remarkably  clear  that  it  is  still  extremely  difficult 
to  systematize  and  clarify  the  history  of  painting 
in  the  years  since  the  First  World  War."  Of 
course  it  is;  what  does  your  reviewer  expect? 
One  way  of  treating  the  history  of  modern  art 
is  dogmatically  to  pidgeon-hole  artists  and 
movements  and  to  repeat  the  familiar  platitudes 
about  them.  Another  way,  which  may  not 
prove  so  convenient,  is  to  decline  to  accept  pre- 
conceived notions  and  to  endeavour  to  use  one's 
own  eyes.  Your  reviewer  claims  that  my  book 
was  apparently  designed  "to  present  Derain  to 
the  reader  as  a  great  artist".  Pray  allow  me  to 
disabuse  him  of  this  notion  by  referring  him  to 
page  50,  where  I  state:  "In  any  valuation  of  his 
art  at  this  period — as  of  his  work  as  a  whole — 
one  must  reckon  with  the  difficulty,  if  not  im- 
possibility, of  accurately  determining  the  status 
of  an  artist  who  is  still  close  to  us.  As  with  any 
contemporary  artist,  one's  evaluation  of  his 
status,  in  fact,  is  no  more  than  approximative — 
and  posterity  will  accept  or  reject,  and  doubtless 
modify,  the  views  reached  in  our  own  era. 
Perhaps,  at  this  stage,  one  can  do  no  more  than 
present  the  problems  presented  by  his  painting, 
and  suspend  judgement".' 

BOOK  PRODUCTION  NOTES 

by  Ruari  McLean 

THE  key  work,  and  foundation  of  all  serious 
study  of  type  design,  is  still  Updike's  Printing 
Types;  by  no  means  a  heavy  work,  but  its  two 
volumes  must  present  a  formidable  appearance 
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to  the  young  student,  who,  not  having  looked 
inside,  is  unaware  that  more  than  half  of  it  is 
illustrations.  But  although  Printing  Types  is 
essential  reading,  a  much  shorter  work  exists, 
which  gives  an  admirably  lucid  account  of  the 
history  of  type  design  and,  in  fact,  contains 
information  not  in  Updike  and  corrects  some 
of  that  author's  prejudices.  This  work  is  A.  F. 
Johnson's  Type  Designs,  published  in  1934  and 
long  out  of  print.  Now,  at  last,  a  second  edition 
has  been  published  (Grafton  &  Co.,  21s.)  admir- 
ably printed  by  Jarrolds  of  Norwich,  and 
brought  up  to  date,  and  containing  fewer,  but 
some  newer,  illustrations. 

It  is  still  probably  the  best  short  history  of  type 
design  ever  written,  and  should  be  on  the 
shelves  of  every  collector,  typographer  and 
printer. 

The  only  living  writer  who  has  contributed 
more  than  A.  F.  Johnson  to  the  history  of  type 
design  is  Stanley  Morison:  and  an  important 
work  of  his  has  also  just  been  revised  and  re- 
issued. This  is  Four  Centuries  of  Fine  Printing 
(Benn,  18s.)  It  was  originally  published  in  1924 
as  a  magnificent  folio  in  an  edition  of  four 
hundred  copies  and  was  its  author's  first  pub- 
lished work  on  typography.  It  has  several  times 
been  reissued,  with  variations,  in  cheaper  format, 
and  has  now  been  brought  out  at  a  remarkably 
low  price  in  a  'student's  edition'.  The  introduc- 
tion by  S.  M.  has  been  rewritten  for  this  edition 
and  is  a  brilliant  brief  introduction  to  the  history 
of  book  design:  there  are  also  192  half-tone 
plates  of  pages  from  books  printed  on  presses 
established  between  1465  and  1924 — mostly 
European,  but  including  a  few  American.  There 
is  room  for  more  books  of  facsimiles  of  printed 
pages  of  this  kind :  they  are  of  the  greatest  value 
for  students  and  typographers. 

Private  Presses 

The  private  press  movement  continues  to 
thrive.  A  new  venture  just  started  is  an  annual 
bibliography  of  Private  Press  books,  edited  by 
Roderick  Cave  and  Thomas  Rea,  and  printed  by 
the  latter  at  his  Signet  Press,  Greenock.  It  is 
published  at  7s.  6d.  by  the  Private  Libraries 
Association,  28  Parkfield  Crescent,  North 
Harrow,  Middlesex.  The  bibliography,  a  forty- 
eight  page  paper-bound  booklet,  contains  an 
interesting  essay  on  'Contemporary  Pressbook 
Design'  and  other  information,  besides  nineteen 
pages  of  bibliography ;  but  it  is  itself  neither  in- 
teresting in  design  nor  bibliographically  com- 
plete. But  the  project  is  doubtless  not  yet  in  its 
stride. 

To  be  of  significance  to  others  besides  them- 
selves, private  presses  must  either  publish  im- 
portant texts,  important  illustrations,  or  books 
which  make  a  useful  contribution  to  design. 

A  private  press  book  of  artistic  importance 
was  recently  completed  by  the  Allen  Press  in 
California:  it  was  Conrad's  Youth,  with  eight 
magnificently  strong  nine-colour  linocuts  by 
Blair  Hughes-Stanton.  The  page  size  was  16  X 
1 1  inches :  size,  paper  and  illustrations  were  all  in 
the  grand  tradition.  Only  140  copies  were 
printed,  and  instantly  disposed  of. 

The  Lion  and  Unicorn's  latest  production  is 
Chaucer's  The  Merchant's  Tale,  with  original 
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text  and  translation  into  modern  English  verse 
by  Neville  Coghill,  and  illustrations  by  Derek 
Cousins.  The  illustrations,  in  heavy  line  with  flat 
tints  of  a  second  colour,  reminiscent  of  the  style 
of  Andre  Francois,  are  robust  and  charming: 
but  every  single  one  is  half  obscured,  when  one 
turns  over  the  pages,  by  half-pages  of  white 
paper  bearing  the  translation.  This  is  the  mad- 
dening result  of  an  ingenious  solution  to  the 
problem  of  printing  text  and  translation  to  be 
read  together,  but  it  should  never  have  been 
allowed  to  get  beyond  the  experimental  stage. 
Without  these  infuriating  white  strips,  the  book, 
with  Chaucer's  text  printed  on  green  Tosa 
Butten,  would  have  been  an  exceptionally 
successful  volume. 

Poems  and  Drawings  in  Mud  Time,  published 
by  the  Orpheus  Press,  140  London  Road, 
Leicester,  at  15s.  (in  an  edition  of  1,000  copies) 
contains  poems  by  John  Best  and  line  illustrations 
by  Rigby  Graham ;  and  was  printed  at  the  Cur- 
wen  Press.  The  poems  are  set  in  the  new  'Mono- 
type' Ehrhardt  semi-bold  Italic,  and  demon- 
strate, to  this  reviewer  at  any  rate,  the  unsuit- 
ability  of  the  face  for  poetry :  too  big,  too  bold, 
too  clumsy.  But  it  matches  the  drawings. 

A  new  private  imprint  from  Switzerland  is 
'Angelus',  which  has  just  issued  its  first  produc- 
tion, a  large  booklet  of  twenty-four  pages  con- 
taining 'Der  Tod  eines  Engels',  by  Jean  Paul, 
designed  by  Max  Caflisch,  set  in  'Monotype' 
Bell,  bound  in  a  hand-made  Auvergne  paper 
and  printed  in  an  edition  of  three  hundred  copies 
by  Benteli  in  Berne.  Since  we  are  always  bemoan- 
ing the  superiority  of  Continental  papers,  it  is 
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interesting  that  for  this  booklet  an  English  hand- 
made paper  made  by  the  Hayle  Mill  at  Maidstone 
has  been  chosen,  and  looks  very  well. 
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(The  inclusion  of  a  book  in  this  list  does  not 
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lected by  Mr.  and  Mrs.  Ralph  F.  Colin, 
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$10.00. 
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Marciano,  Turin.  Turin:  Arme  Antiche 
(Via  della  Rocca,  6).  Number  for  i960. 
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Rachewiltz.  Translated  by  R.  H.  Boothroyd. 
London:  Hutchinson  of  London.  40s.  net. 
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This  Barges  on  the  Seine  (oil  on  board,  1 7 i  2l|  inches,  signed,  and  dated  1909)  is  one  of'thrcc  works 
by  William  S.  Horton  in  the  current  'European  Masters'  Exhibition  running  at  the  O'Hana  Gallery  in 
Carlos  Place,  London  (see  'Round  about  the  Galleries',  p.  53,  first  story).  It  has  all  the  masterly 
qualities  of  this  American  artist  who  had  his  headquarters  in  Paris  at  the  beginning  of  the  century  and 
who  was  an  intimate  friend  of  Monet.  Yet  he  was  only  a  young  man  when  he  painted  it. 

Just  how  good  is  the  art  of  William  Horton  can  be  seen  from  an  appreciation  of  it  which  appeared  in 
The  Connoisseur  Year  Book  (1959)-  Twelve  of  his  paintings,  one  of  them,  his  remarkable  Place  de  la 
Concorde,  in  colour,  were  reproduced  at  that  time.  Always  Horton's  colour  sense,  whether  he  was 
painting  in  his  childhood  at  Grand  Rapids,  Michigan,  in  later  years  in  France,  Italy  or  in  England, 
was  intensely  perceptive  and  original  and  resulted  in  works  of  outstanding  quality.  It  is  not  surprising 
that  there  is  also  shortly  to  be  a  comprehensive  exhibition  of  Horton's  work  in  New  York. 
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Turner  in  St.  James's  Street 


MESSRS.  LEGGATT  BROTHERS  will 
earn  wide  approbation  when  their  inspir- 
ing J.  M.  W.  Turner  exhibition  opens  at  the  30 
St.  James's  Street,  London,  gallery  on  October 
1 5th.  It  is  a  difficult  exercise  to  concentrate  such 
splendid  examples  not  generally  available  to  the 
public,  and  to  give  a  good  idea  of  the  breadth  of 
Turner's  universal  mind  in  so  limited  a  space. 

In  a  large  watercolour  of  Fonthill  we  shall  see 
Turner  when  Beckford  had  commissioned  him 
to  depict  his  pseudo-Gothic  abbey  (five  water- 
colours  of  this  subject  appeared  at  the  Royal 
Academy  for  1800).  .As  will  be  seen  from  the 
example  in  this  exhibition,  they  were  more  in 
the  nature  of  views  of  the  surrounding  country 
than  of  Beckford's  folly.  Here,  in  this  water- 
colour,  is  the  ultimate  expression  of  Turner's 
topographical  experience. 

In  somewhat  the  same  sentiment  are  two  oil 
paintings :  View  of  Hornby  Castle,  and  View  oj  the 
Lune  Valley  with  Hornby  Castle  in  the  Distance. 
They  are  loaned  from  the  Colonel  H.  O.  Wright 
Collection,  in  which  they  have  been  since  1800. 
Turner  was  a  personal  friend  of  George  Wright, 
great  grandfather  of  Colonel  Wright,  and, 
according  to  family  tradition,  frequently  stayed 
at  the  castle.  There  may  be  some  link  between 
these  oils  and  the  famous  watercolour  of 
Hornby  Castle  (Victoria  and  Albert  Museum), 
though  the  latter  is  said  to  date  from  about  1821, 
and  was  one  of  twenty  drawings  that  Turner 
made  for  Dr.  T.  Whitaker's  History  oj  Richmond- 
shirt;  published  in  1823. 

By  the  last  year  of  the  eighteenth  century 
Turner  probably  thought  that  he  had  said  all  that 
could  be  said  in  the  topographical  mood.  Yet  he 
reverted  to  it  for  professional  purposes  through- 
out his  life.  It  is  significant,  however,  that  in  the 
spring  of  1799  the  artist  saw  two  Claudes, 
Sacrifice  to  Apollo,  and  The  Landing  of  Aeneas,  lately 
brought  to  England.  Farington  records  that 
Turner,  on  looking  at  the  Sacrifice  to  Apollo,  was 
'both  pleased  and  unhappy,  while  he  viewed  it,  it 
seemed  beyond  the  power  of  imitation'.  How- 
ever, he  was  soon  to  rival  both  Claude  and 
Vandevelde. 

Within  a  year  or  so  Turner's  marine  subject, 
the  sea-piece  commissioned  for  the  Duke  ot 
Bndgewater  (extd.  R.A.  1801)  was  hanging 
agreeably  next  to  a  Vandevelde  in  the  Duke's 
collection.  It  is  an  exciting  experience  to  see  this 
keywork  by  Turner  at  Leggatt's,  and  to  recall 
that  the  critic  of  The  Morning  Post  at  the  time 
thought  so  highly  of  the  English  artist  as  to 
acknowledge  him  equal  to  Claude  or  Vande- 
velde. He  concluded  his  praise  by  stating  that  'it 
is  iK1.  css.1ry  tor  the  dignity  of  the  British  School 
that  he  (Turner)  should  be  father  and  founder 


J.  M.  W.  Turner.  Lake  Nemi  (c.  1840).  Water- 
colour,  size  14^,  21 J  in.  Loaned  by  Mrs.  C.  W. 
Garnett. 


ot  his  own  manner'.  Turner  doubtless  saw  this 
notice  and  took  it  to  heart.  He  had  wisely  used 
the  tradition  as  a  constructive  stepping-stone, 
and  his  course  was  now  set  clear  for  his  own 
fulfilment.  Between  1802  and  18 16  his  origin- 
ality of  vision  and  power  ot  expression  were  to 
be  seen  in  such  great  works  as  the  Adonis 
Departing  for  the  Chase,  Frosty  Morning,  The 
Shipwreck,  Crossing  the  Brook,  and  The  Temple 
of  Jupiter  Panhellenios,  Aegina. 

The  Adonis  Departing  for  the  Chase,  otherwise 
known  as  I  'enus  and  Adonis,  reproduced  on  the 
cover  of  this  issue,  was  painted  about  1803. 
While  instinct  with  the  classical  spirit,  and 
reminiscent  of  Titian,  it  is  also  essentially 
Turner  in  its  vigour  ot  presentation  and  colour 
harmony. 

Though  much  preoccupied  with  oil  painting, 
Turner  had  been  doing  some  splendid  water- 
colours,  such  as  the  Lake  of  Lucerne  from  Fluelen 
(c.  1805)  recorded  as  No.  33  in  Finberg's  Water- 
colours  at  Famley  Hall.  His  poetic  mood  had 
gained  more  authority  as  far  as  mountains,  lakes 
and  atmospheric  effect  were  concerned,  but  how 
cleverly  he  blended  it  with  the  realistic  group  ot 
figures  on  the  shore.  A  notable  fact  about  this 
and  the  Fonthill  watercolour  is  their  large  size: 
27J  x  41 2  and  26  ■  40  in.  respectively.  Only  a 
great  master  of  the  medium  can  work  to  such 
dimensions  and  keep  the  subject  so  perfectly 
under  control. 

In  this  exhibition  it  will  be  possible  to  com- 
pare the  Lucerne  with  the  Weymouth  watercolour 
(5 J  x  8f  in.) :  both  entirely  different  in  style, 
and  yet  with  tremendous  feeling  for  space 
Turner  expressed  within  these  limited  dimen- 


sions. One  ot  the  'Southern  Coast'  series,  it  w.is 
engraved  by  Cooke  in  1814.  Of  the  same  period 
is  the  oil  painting  Ivy  Bridge,  Devon.  An  Ivy 
Bridge  Mill,  Devonshire  was  exhibited  at  the 
Royal  Academy  111  1X12.  Based  on  .1  pencil 
sketch  in  the  'Ivy  Bridge  to  Penzance'  sketch- 
book (p.  47),  it  anticipates  the  great  Crossing  tin- 
Brook  picture  (R.A.  18 15),  also  inspired  by 
Turner's  tour  of  Devonshire  and  Cornwall. 

We  can  also  ponder  on  the  tact  that  the  master 
who  painted  the  Bridgcwater  Sea-piece  also 
executed  that  journalistic  jeu  d' esprit,  St.  Cather- 
ine's Hill,  Guildford,  showing  a  fair  and  a  crowd 
ot  people  rushing  away  from  a  storm.  The 
popular  Thomas  Tay's  and  Richardson's  booths 
are  inscribed  by  the  great  hand.  The  drama  and 
the  tun  of  the  incident  moved  Turner's  sense  of 
the  sublime  and  ridiculous  combined.  Richmond 
Terrace,  Surrey,  is  another  difficult  subject.  It  is 
beautifully  simplified  and  enlivened  with  foot- 
men, state  carriage  to  the  left  and  other  figures, 
including  some  humorous  dogs.  Turner  de- 
lighted in  Richmond  and  its  environs,  and  was 
often  sketching  thereabout.  The  house  he  built, 
Sandycombe  Lodge  (still  extant)  was  a  con- 
venient headquarters.  These  two  watercolours 
were  engraved  by  J.  H.  Kernot  (1832,  'England 
and  Wales')  and  by  J.  T.  Willmore  (1838, 
'England  and  Wales'). 

Turner's  last  period  may  be  said  to  date  from 
1835  to  1 85 1 ,  the  year  of  his  death.  Two 
admirable  examples  ot  it  will  be  seen:  Sir 
Kenneth  Clark's  Stormy  Sea  with  Driving  Rain, 
connected  with  studies  in  the  Folkestone  and 
Dieppe  sketch-books  (c.  1845)  ;  and  Mrs.  C.  W. 
Garnett's  Lake  Nemi  watercolour,  seen  below. 
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International 
Saleroom 


I.  Lucas  Cranach  the  Elder.  Portrait  of  Johan 
Bugenhagen,  panel,  2oi  14]  in.  ,£10,000 
(Sotheby's).  2.  Fifteenth-century  carved  group 
of  St.  Hubert.  Swiss  francs  9,000  (,£743)  (Galerie 
Fischer,  Lucerne).  3.  Grand  Nu  Assis,  1922-1925, 
3U  in.  high  (Matisse  Sale).  ,£11,000  (Sotheby's). 
4.  The  3!  in.  high  Thurible,  or  Godric,  or 
Pershore  Censer,  English,  10th  or  early  nth 
century.  ,£2,600  (Sotheby's).  5.  Rare  Imperial 
Ming  white  stem  cup,  4$  in.  high.  ,£2,600 
(Sotheby's).  6.  Set  of  Furstenberg  Italian 
Comedy  figures,  by  Simon  Feilner.  ,£15,000 
(Sotheby's).  7.  Vincent  van  Gogh.  Toits,  Aries, 
drawing,  10  13]  in.  (ex  John  Rewald  Coll.). 
,£5,000  (Sotheby's).  8.  Oskar  Kokoschka.  View 
of  Prague,  90  X  120  cm.  D.M.  100,000  (,£8,457) 
(Weinmuller,  Munich). 
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9-  P.  A.  Renoir.  Les  Deux  Laveuses,  signed,  25]  <  2of  in.,  c.  1900.  £38,000  (Sotheby's).  10. 
H.  de  Toulouse-Lautrec.  Le  Coucher  (1899),  on  wood.  N.  F.  428,230  (about  £30,000)  (Galerie 
Charpentier).  II.  Marc  Chagall.  Gmttd  Bouquet  de  Fleurs,  signed  and  dated  ( 1  )gz6.  £12,800 
(Sotheby's).  12.  Rare  Limoges  enamel  plaque  of  the  Crucifixion.  Bought  by  an  important 
Continental  collector  for  £1,900  (Sotheby's).  13.  Hans  Hartung.  Peinture.  £4,200  (Sothe- 
by's). 14.  P.  Bonnard.  Petite  route  meridionale  au  Cannet  1924.  N.  F.  309,205  (about  £22,090) 
(Galerie  Charpentier).  15.  Francois  Boucher.  The  Trout  Stream,  16  ■  13  j  in.,  one  of  a  pair, 
both  signed  and  dated  1766.  £10,500  (Sotheby's).  16.  From  the  Berkeley  Castle  Dinner 
Service:  sold  to  Messrs.  Frank  Partridge  for  £207,000  (Sotheby's).  17.  A.  Modigliani.  Por- 
trait de  jeune  fille,  1917-1918,  signed.  £24,000  (Sotheby's). 
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International 
Saleroom 


I.  Pair  of  late  eighteenth-century  Scottish  presentation 
pistols,  by  J.  Murdoch.  Sold  to  W.  Keith  Neal  for  a 
world  record  price  of  ,£2,205  (Christie's).  2.  Pair  of 
Louis  XV,  7  A  in.  high  ormolu  and  Meissen  (J.J.  Kaend- 
ler:  1736)  candelabra.  ,£1,281  (Christie's).  3.  View  of 
Old  Westminster  Bridge,  by  Samuel  Scott,  31  48  in. 
,£2,835  (Christie's).  4.  Fourteenth-century,  19  in. 
high,  blue  and  white  wine  jar.  ,£2,520  (Christie's).  5. 
Bronze  head  ot  Sholem  Asch,  by  Sir  Jacob  Epstein.  £819. 
(Christie's).  6.  George  II  mahogany  library  desk 
attributed  to  William  Kent  (Walter  P.  Chrysler  Jr. 
Sale).  Dollars  6,000  (,£2,143)  (Parke-Bernet).  7. 
Diamond  riviere  of  thirty-three  graduated  diamonds. 
,£23,000  (Christie's). 
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International 
Saleroom 


8.  A  William  and  Mary  silver-gilt  toilet  casket,  io{  in.  wide,  by  Pierre  Harache,  1695,  the  engraving  on  the  lid  by 
Simon  Gribelin.  ,£8,000  (Christie's).  Sent  for  sale  by  the  Countess  of  Halifax,  this  casket  was  part  of  an  18-piece  set  sold 
in  1888  for  £1,214.  9-  Early  English  silver  spoon  with  diamond  point  hnial,  c.  1350,  6.i  in.  long.  ,£1,450  (Christie's). 
10.  The  \\\  in.  high  Wilbraham  Cup,  1585.  ,£2,700  (Christie's).  11.  Louis  XV  ormolu  mantel  clock,  the  striking  move- 
ment by  Paillard  a  Paris,  18  in.  high.  ,£1,995  (Christie's).  12.  One  of  a  set  of  six  Louis  XV  painted  fauteuils,  by  J.  Lebas. 
Bought  by  Messrs.  Frank  Partridge  for  ,£7,560  (Christie's).  13.  Settee:  part  of  the  splendid  Madlingley  Hall  needlepoint 
Queen  Anne  carved  and  gilded  gesso  suite  (two  settees  and  eight  chairs),  with  landscape  scenes  after  Jan  Brueghel.  Sold 
at  the  Walter  P.  Chrysler  Jr.  sale  at  the  Parke-Bernet  Gallery,  New  York,  and  brought  back  to  England.  Price  withheld 
at  request  of  buyer.  Total  for  Chrysler  Sale:  499,280  dollars  (£178,314). 
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AMERICAN  SECTION 


English  Furniture  in  America 
in  the  Georgian  Period  and  some 
hitherto  unpublished  Trading  Figures 


By  E.  T.  Joy 

WANTED,  a  genteel  set  of  Mahogany  Chamber  Chairs, 
with  carv'd  knees  and  claw  feet  (English  made)  or  any- 
other  very  neat  good  furniture.'  (Massachusetts  Gazette,  6  January, 
1772.) 

This  enquiry  for  English  furniture,  published  in  a  newspaper 
in  Massachusetts,  one  of  the  main  centres  of  American  cabinet- 
making,  illustrates  two  aspects  of  the  American  furniture  indus- 
try at  that  time.  On  the  one  hand,  Americans  had  built  up  an 
expanding  industry  marked  by  a  high  degree  of  skill  and  sturdy 
independence  of  design,  and  cities  like  Boston  and  Salem  not 
only  supplied  local  needs  but  also  sent  their  furniture  to  other 
American  colonies  and  to  the  West  Indies.  On  the  other  hand, 
even  while  these  developments  took  place,  English  furniture  and 
furnishings  were  still  widely  demanded  in  American  homes  and 
imitated  by  American  craftsmen.  This  was  an  indication  of  a 
common  cultural  heritage  and  of  the  dominating  influence  of 
English  furniture  styles.  Much  English  furniture  and  upholstery, 
therefore,  crossed  the  Atlantic  in  this  period,  and  the  object  of 
this  short  survey  is  to  examine  the  ways  in  which  this  was  done. 
The  traffic  did  not  stop  in  1775,  when  the  Revolutionary  War 
broke  out;  in  fact,  it  did  not  even  cease  during  the  war  itself 
(though  it  was  certainly  curtailed),  and  it  continued  after  the  war 
to  the  end  of  the  Georgian  period  (and  later). 

Quite  apart  from  normal  trading,  there  were  several  channels 
through  which  English  furniture  reached  America.  English  emi- 
grants often  took  some  household  effects  with  them.  In  those  days 
it  was  customary  for  travellers  to  hire  cabin  space  on  board  ship 
and  to  furnish  it  with  their  own  possessions,  thus  providing  some 
comfort  for  the  voyage  and  equipment  for  a  house  on  shore 
afterwards.  Defoe's  novel,  Moll  Flanders,  published  in  1722,  illus- 
trates this  transport  of  furniture  in  Moll's  accounts  of  her  visits 
to  the  colonics.  On  her  first  voyage  she  writes:  'We  put  on 
board  the  ship  a  large  quantity  of  good  f  urniture  for  our  house, 
with  stores  of  linen  and  other  necessaries'.  On  a  later  visit  she 
writes:  'I  was  far  from  being  ignorant  of  what  was  needful  on 
that  occasion;  particularly  all  kinds  of  house  furniture,  which, 
if  to  be  bought  in  the  country,  must  necessarily  cost  double  the 
price.'  It  is  quite  common  to  find  in  contemporary  records 
references  to  the  lack  of  good  bedding  and  similar  comforts  in 
America,  and  even  after  the  Revolution,  emigrants  from  England 
were  advised  to  take  these  things  with  them.  'If  to  settle',  wrote 
Henry  Wanscy,  a  retired  Wiltshire  clothier,  in  1796,  after  a  visit 
to  America,  'take  plenty  of  kitchen  furniture,  feather  beds  and 
mattresses.  All  these  articles  are  dear  and  bad  if  had  in  America'. 
A  similar  recommendation  was  made  in  1818  by  H.  B.  Fearon, 
a  London  surgeon,  who  had  made  a  long  journey  in  America 
to  report  whether  conditions  were  suitable  for  emigration; 
though  in  his  case  he  said  that  it  was  no  longer  necessary  to  take 
out  cabinet  furniture. 

These  commodities  would  have  been  of  the  humbler  kind. 


Furniture  and  furnishings  of  a  much  greater  range  and  of  a  better 
quality  were  taken  out  by  the  colonial  governors,  their  deputies 
and  retinues,  who  were  appointed  from  London  to  serve  a  term 
of  duty  in  the  'royal'  (as  distinct  from  the  'proprietary')  colonies. 
Some  of  the  best  work  of  the  London  cabinet-makers  was  found 
in  the  governors'  colonial  residences,  to  be  left  behind  when  the 
officials  returned  home.  At  Williamsburg,  the  old  colonial  capital 
of  Virginia,  Miss  Helen  Comstock  has  examined  the  inventories 
of  two  royal  governors:  Francis  Fauquier  and  Lord  Botetourt. 
These  have  been  invaluable  for  their  information  about  the 
personal  furniture  brought  from  England  and  for  reconstructing 
the  interior  of  the  Governor's  Palace. 

Wealthy  Americans  could  also  get  furniture  direct  from 
London,  sometimes  in  their  own  ships.  The  rich  planters  in 
the  southern  colonies  had  particularly  close  trading  ties  with 
England  and  often  bought  furniture  through  their  agents  there. 
American  visitors  to  England  shopped  at  the  London  cabinet- 
makers and  took  furniture  home  with  them.  At  the  same  time 
they  could  carry  out  commissions  for  their  friends  at  home.  The 
best  known  example  of  this  method  of  importation  is  provided 
by  GeorgeWashington  himself,  who  wrote  from  Mount  Vernon 
in  1757  to  his  agent  in  London :  'Send  me  one  dozen  strong  chairs, 
of  about  15  shillings  apiece  ...  I  have  one  dozen  chairs  that  were 
made  in  this  country;  neat,  but  too  weak  for  common  sitting  .  .  . 
Be  kind  enough  to  give  directions  that  these  chairs,  equally  with 
the  others  and  the  tables,  be  carefully  packed  and  stowed'. 

In  America  the  demand  for  English  pieces  and  materials  was 
both  stimulated  and  satisfied  by  the  immigration  of  English 
craf  tsmen,  the  sale  of  furniture  design  books  from  London,  and 
the  importation  of  goods  for  disposal  in  the  shops.  Some 
American  cabinet-makers  carried  on  an  importing  as  well  as  a 
manufacturing  business.  Numerous  advertisements  in  the  Ameri- 
can press  illustrate  these  activities,  most  significantly  in  the 
northern  areas  where  native  cabinet-making  was  so  strongly 
entrenched.  Thus  the  New  York  Gazette  of  27th  September,  1773, 
advertised  a  long  list  of  'articles  in  the  cabinet  and  upholstery 
branches'  at  the  premises  of  'Joseph  Cox,  Upholsterer,  Cabinet 
and  Chairmaker,  from  London  at  the  Royal  Bed  and  Star,  in 
Wall  street,  New  York'. 

The  Boston  Evening  Post  of  5th  January,  1767,  carried  the 
following:  'Cox  and  Berry  arrived  from  London  .  .  .  beg  leave 
to  acquaint  the  public  that  they  have  opened  at  the  store  of .  .  . 
and  of  whom  may  be  had  the  following  very  useful  books  viz.— 
The  Cabinet  and  Chair-Maker's  real  Friend  and  Companion, 
containing  upwards  of  100  new  and  beautiful  Designs  of  all  sorts 
of  Chairs.  Crunden's  Joiner  and  Cabinet-Maker's  Darling. 
Barctti's  new  Book  of  Ornaments  very  useful  for  Cabinet- 
Makers,  Carvers,  etc'  Another  notice  in  the  same  paper  (on  20th 
August,  1764)  shows  us  the  American  importer  at  work: 
'Imported  by  Nathaniel  Langdon  ...  A  Compleat  Assortment  of 
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4.  Even  during  the  War  of  American 
Independence  (1775-83),  England  ex- 
ported furniture  goods  to  America,  as 
seen  here  in  the  upholstery  (£820)  sent 
from  London  to  New  York  in  1779. 

5.  The  earliest  consignments  of  English 
furniture  to  reach  the  United  States  of 
America:  cabinet-ware  and  upholstery 
exports  from  England  in  1783.  Exports 
to  New  England  (,£1,233)  are  on  another 
page  of  this  Customs  Ledger,  but  are 
included  in  the  grand  total  of  £4,443. 

6.  Customs  17/20.  Furniture  exports 
from  England  to  the  United  States  in 
1798.  The  total  value  (£3,687)  shows  that 
the  furniture  trade  with  America  was 
flourishing  in  spite  of  the  war  between 
Britain  and  France  at  that  time.  7.  New 
England  secretary,  which  belonged  to 
Henry  Knox,  the  Revolutionary  general, 
strongly  influenced  by  the  English  mid- 
century  style.  Illustration  Nos.  J,  4,  5,  6 
and  10  are  reproduced  by  courtesy  of  the 
Public  Record  Office,  London. 
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Upholsterer's  Goods  .  .  .  The  goods  are  the  best  of  the  kind,  and  7 
as  he  purchased  them  at  the  lowest  rate  in  London,  and  will  sell 
for  small  profits  and  only  for  present  pay,  the  buyer  may  be  sure 
of  a  good  pennyworth'. 

The  English  side  of  this  traffic  in  furniture  lacks  the  fascinating 
details  which  can  be  found  in  so  many  American  letters,  inven- 
tories and  advertisements,  but  it  does  at  least  provide  us  with  the 
export  values.  These  trading  figures,  however,  leave  much  to  be 
desired.  For  one  thing,  English  Customs  officials  for  the  greater 
part  of  this  period  adhered  to  the  archaic  method  of  treating  the 
American  colonies,  for  export  purposes,  under  five  headings- 
Carolina,  New  England,  New  York,  Pennsylvania,  Virginia  and 
Maryland — without  specifying  the  ports  of  call.  Again,  the  trade 
was  liable  to  be  interrupted  whenever  Britain  was  at  war.  But 
when  one  remembers  that  the  furniture  taken  from  England  by 
emigrants,  officials  and  visitors  was  additional  to  that  registered 
in  the  ordinary  course  of  trade,  and  that  the  official  figures  (which 
were  wholesale  prices)  were  probably  understated,  then  the 
picture  quite  clearly  emerges  of  an  active  (if  sometimes  fluctuat- 
ing) furniture  trade  across  the  Atlantic  throughout  this  period. 

Many  English  ships  trading  with  America  included  cabinet- 
ware  and  upholstery  in  their  cargoes  as  a  matter  of  course,  and 
much  of  the  trading  seems  to  have  been  of  a  speculative  nature. 
A  rare  reference  in  an  English  newspaper  to  this  trade  appears  in 
the  Public  Advertiser  (London)  on  27th  January,  1759:  'For  sale 
by  the  candle  .  .  .  part  of  the  cargo  of  the  "Morning  Star"  .  .  . 
bound  for  South  Carolina  and  stranded  in  Portsmouth  Harbour 
.  .  .  the  following  goods  .  .  .  prohibited  East  India  goods  .  .  . 
Cabinet  Ware'.  The  East  India  goods  mentioned  here  probably 
referred  specifically  to  textiles,  but  it  seems  that  they  often 
included  lacquered  wares  after  increasingly  heavy  duties  had  cut 
down  their  import  into  England. 

The  trading  figures  show  that  the  most  valuable  part  of  the 
trade  was  upholstery.  This  probably  included  upholstered  furni- 
ture. Cabinet-ware,  as  such,  was  not  nearly  so  valuable,  though 
there  was  often  a  good  trade  in  looking-glasses.  T  his  pattern 
bears  out  the  comments  made  by  Lord  Sheffield  in  [784  111  his 
'Observations  on  the  Commerce  of  the  American  States',  a  review 
of  Anglo-American  trade  before  the  Revolution.  Class  and  up- 
holstery, he  writes,  are  'articles  in  which  there  will  scarcely  beany 
competition.  These  articles  must  be  imported  from  Great  Britain'. 
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London  at  hrst  played  the  leading  part  in  the  trade,  but  later 
the  other  English  ports  (known  then  collectively  as  the  'outports') 
increased  their  share.  At  this  time  a  thousand  pounds  annually 
represented  a  considerable  sum  spent  on  English  furniture  in  any 
one  market  abroad,  and  of  course  it  means  much  more  in  modern 
terms.  The  American  market  often  exceeded — sometimes  greatly 
—this  figure.  New  England  alone,  for  example,  imported  from 
London  at  various  times  in  the  first  half  of  the  eighteenth  century 
the  following  values:  1715 — looking-glasses  ^438,  upholstery 
£235;  1725 — looking-glasses  £554,  upholstery  £225;  1740 — 
looking-glasses  £213,  upholstery  £455;  1750 — looking-glasses 
£40,  upholstery  £ i,i 37. 

After  1  750  looking-glasses  are  included  in  the  general  heading 
of  cabinet-ware;  upholstery,  however,  still  has  a  separate  entry. 
In  1763,  at  the  end  of  the  Seven  Years'  War,  London's  total 
exports  to  all  the  American  colonies  were:  cabinet-ware  £270 
and  upholstery  £2,823;  the  outports'  totals  were  respectively 
£145  and  £4,076  (of  which  £3,013  went  to  Virginia  and  Mary- 
land). Shortly  afterwards  the  trade  was  growing  large  enough  to 
excite  adverse  comment  in  New  England;  for  when,  in  1767,  a 
public  meeting  was  held  in  Faneuil  Hall,  Boston,  to  protest 
against  the  big  increase  in  imported  goods,  it  was  resolved  'that 
all  prudent  and  legal  measures  should  be  adopted  to  encourage 
and  produce  home  manufactures  and  to  lessen  the  use  of  super- 
fluities, particularly  the  following  articles',  and  among  these 
'household  furniture'  was  expressly  mentioned. 

But  in  1772,  just  before  the  outbreak  of  war,  the  trade  gener- 
ally was  in  a  flourishing  condition,  as  these  figures  (total  exports 
first,  London's  in  brackets)  show:  Carolina  £385  (£240); 
New  England  £168  (£110);  New  York  £2,415  (£2,290); 
Pennsylvania  £1,085  (£^6o);  Virginia  and  Maryland  £2,966 
(£1,330).  Most  of  this  trade  was  in  upholstery.  During  the  war 
the  trade  continued  in  those  areas  where  British  military  power 
was  firmly  established.  In  1779,  for  instance,  upholstery  was 
exported  to  New  York  (£820);  and  in  1780  cabinet-ware  and 
upholstery  were  exported  to  Carolina  ( £3  59)  and  Georgia  (£2 12). 
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8.  Eighteenth-century  tea-table,  made  by  John  Goddard,  Newport,  R.I., 
in  the  Chippendale  style,  in  the  Brooklyn  Museum.  9.  Late  eighteenth- 
century  mahogany  sideboard  from  Charleston,  showing  strong  affinity  to 
contemporary  English  work.  10.  Customs  3/27.  The  Anglo-American 
furniture  trade  in  the  early  Georgian  period  (1725).  At  this  time  more 
export  details  were  given  than  in  later  Customs  records. 

After  1783  conditions  strongly  favoured  American  cabinet- 
makers. They  had  an  expanding  home  market  ready  to  welcome 
'national'  styles.  By  1789  the  Shakers  had  set  up  their  chair 
factory  at  New  Lebanon,  and  in  1795  Duncan  Phyfe,  the  greatest 
of  all  American  cabinet-makers,  opened  his  shop  in  New  York. 
After  1790  the  Americans  imposed  duties  on  imported  furniture, 
and  they  also  gained  from  the  long  Anglo-French  wars  of  1793 
to  18 1 5.  Yet  in  spite  of  these  developments  Americans  still  found 
English  furniture  wares  attractive. 

A  Board  of  Trade  list  of  the  first  American  ships  which  cleared 
from  London  after  the  conclusion  of  peace  in  1783  shows  that 
most  of  them  had  cabinet-ware,  upholstery  or  looking-glasses 
on  board.  The  manifest  of  the  cargo  of  the  'Friendship',  for 
example,  which  cleared  for  Boston  on  17th  October,  1783, 
included  'Cabinet  Wares  val.  £150'.  It  is  not  unusual  to  find 
two  or  more  English  exporters  had  each  registered  these  goods 
in  their  shipments  on  the  American  vessels.  The  total  value  of 
these  exports  from  England  in  1783  was  £4,443,  and  as  much  as 
£8,535  in  1784. 

The  tide  of  English  emigrants  and  their  belongings  was  soon 
resumed.  English  craftsmen  once  more  settled  in  America  and 
advertised  their  training.  High  class  English  products  were  again 
found  in  American  homes.  Wansey  wrote  of  his  visit  in  1794  to 
William  Bingham's  house  in  Philadelphia  that  'the  chairs  of  the 
drawing-room  were  from  Scddons's  in  London,  of  the  newest 
taste'.  Fcaron  commented  thus  on  the  extensive  business  of 
furniture-making  which  he  had  seen  in  Newark  in  1817  (and 
which  impressed  him  considerably) :  'There  are  here  several 
large  carvers'  and  gilders'  shops.  Glass-mirrors  and  picture- 
frames  are  executed  with  taste  and  elegance;  but  still  the  most 
superior  are  imported  from  England'.  During  the  French  wars 
the  value  of  the  English  exports  was  £1,122  in  1793,  £3,687  in 
1798  and  £3,560  in  1800.  In  1812,  when  Britain  and  America 
were  again  at  war,  it  was  £2,868.  In  r 8 1 4,  at  the  restoration  of 
peace,  it  was  £612.  And  in  1 830,  the  close  of  the  Georgian  period, 
it  was  £4,290. 
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The  Connoisseur  in 


America 


Rare  Roman  Coins  to  Boston 

NINETEEN  ancient  Roman  gold  coins 
and  medallions  (see  opposite),  recently  dis- 
covered m  a  perfect  state  of  preservation,  have 
been  acquired  by  the  Museum  of  Fine  Arts  in 
Boston.  They  represent  various  issues  made  in 
the  Second  Tetrarchy  (A.D.  295-307),  that 
government  formed  by  Diocletian  to  help  im- 
plement his  programme  of  economical  and 
political  reforms  for  the  Roman  Empire.  The 
mint  condition  of  the  coins,  the  unique  choice  of 
the  several  issues,  many  of  them  unrecorded:  all 
combine  to  make  this  the  most  extraordinary 
find  of  Roman  coins  in  the  past  thirty-five  years. 
The  pieces  apparently  were  never  circulated.  Un- 
earthed together,  they  seem  to  have  been  a 
hoard  buried  for  safekeeping  during  the  troubled 
times  of  the  Second  Tetrarchy. 

Among  the  presentments  stamped  on  them 
are  portraits  of  the  tour  original  rulers  ot  the 
Tetrarchy:  the  senior  Emperors  (Augusti)  Dio- 
cletian and  Maximianus,  and  their  junior 
associates  (Caesars),  Constantius  Chlorus  and 
Galerius.  There  are  also  marvellously  preserved 
portraits  of  three  other  rulers  who  came  to  power 
after  Diocletian's  abdication  in  305  A.D.:  Max- 
cntius.  Maximums  Daza,  and  Constantine  the 
Creat.  Throughout  the  lot,  the  clear,  crisply 
struck  portraits  and  reverse  impressions  are  as 
fresh  as  if  recently  produced.  The  largest  pieces 
in  the  find  arc  two  medallions,  each  ot  tour- 
aureus  weight,  issued  by  Maximianus — one 
minted  at  Rome,  the  other  at  Carthage — each 
bearing  his  image,  and  showing  him  wearing  the 
lion's  skin  of  Hercules,  the  head  of  the  lion  fitted 
over  his  own  head.  Perhaps  even  more  remark- 
able are  three  coins  of  standard  size  (the  aureus), 
bearing  superbly  realistic  portraits  of  Maxentius. 

New  York's  Great  Monet  Show 

ARTISTS  and  revolutionaries  it  seems,  long  tor 
good  ancestors.  They  like  to  break  with  the  past, 
set  up  a  new  order,  yet  still  be  able  to  claim 
patriarchal  precedents.  One  wonders,  on  the 
judgment  day,  how  many  forefathers  may  start 
gnashing  their  teeth  upon  finding  out  what 
radicals  their  offspring  proved  to  be.  Look  at 
recent  art  history.  The  'monstrous'  fauves  took 
one  look  at  Gauguin's  'riot  of  colours'  and 
promptly  named  him  their  grandsire.  The 
revolutionary  cubists,  finding  that  Cezanne  had 
already  blazed  their  trail — 'everything  in  nature 
models  itself  on  the  sphere,  the  cone,  the 
cylinder' — thereupon  adopted  him  as  head  of 
their  family.  This  year,  as  could  be  overheard  at 
the  latest  exhibition  in  New  York's  Museum  ot 
Modern  Art.  Claude  Monet  is  being  hailed  by 
abstract  artists,  the  new  secessionists,  as  the  father 
of  modem  abstractionist  painting. 

Surprising  as  it  may  seem,  there  is  an  ounce  ot 
truth  in  the  pound  of  claim.  C  Maude  Monet  in  his 


old  age  did  move  toward  what  some  might  call 
the  abstract.  His  once  eagle  eyes  were  failing  and 
he  could  no  longer  see  the  fleeting  tones  and 
textures  of  light  he  used  to  paint  with  so  much 
detailed  colour  accuracy.  Secluded  in  his  garden 
at  Giverny,  indifferent  to  the  world  that  thought 
him  out-of-date,  railing  at  the  timeworn  lenses 
that  dimmed  his  sight,  the  ageing  master  devoted 
his  last  years  to  painting  his  water-lily  ponds — 
picturing  the  colour  patterns  of  leaves  and  flowers 
that  hung  in  the  pools,  sometimes  representing, 
as  in  a  haze,  only  the  tone-forms  of  clouds  re- 
flected in  the  water.  Glorious  as  these  hazes 
sometimes  are,  the  paintings  are  the  dazzles  of  a 
master  almost  blind.  Such  opalescent  patchworks 
you  may  term  abstract  painting,  if  you  don't 
know  what  you  are  talking  about.  Monet  would 
have  called  them  the  broad  grey  generalities  to 
which  he  was  reduced. 

What  the  Monet  retrospective  at  the  Museum 
ot  Modern  Art  did  make  plain  is  that  Monet  was 
the  father  of  impressionism.  Edouard  Manet, 
with  his  vibrant  colours  and  vitalizing  spon- 
taneity, launched  the  movement;  but  the 
luminous  tones  and  broken  brush-stroke  of  the 
Impressionists  were  born  of  Monet's  eyes. 
Someone  should  make  a  study  of  Monet's  eyes  as 
originating  the  impressionist  technique.  Picture 
after  picture  in  the  exhibition  testified  that 
Monet  saw  colours  in  nature,  and  colour  relation- 
ships (pale  orange  sunlight  and  violet  shadow, 
Alpine  pinks  and  turquoise  greens)  that  no  one 
had  ever  painted  before.  They  bring  to  mind 
how  he  was  always  the  first,  by  twenty  minutes, 
to  see  the  sun  begin  to  pierce  a  London  fog. 
Again,  you  think  of  the  grim  hour  when, 
striving  to  paint  a  portrait  of  his  dead  wife, 
Monet  Hung  himself  trom  the  room  because  his 
searchlight  eyes  observed  the  swift  change  of 
colours  in  the  beloved  face — the  carnations 
disappear,  the  ivories  fade,  and  flecks  of  olive 
grow  in  size  and  number. 

The  exhibition  was  limited  to  landscape 
paintings,  Monet's  specialty.  Comprising  119 
examples,  all  but  two  dozen  of  them  borrowed 
from  American  collections,  it  offered  a  consider- 
able survey  ot  the  master's  development.  The 
earliest  examples,  dating  trom  1X65  when  the 
artist  was  twenty-five,  already  indicated,  111 
choppy  brushstrokes  and  flickering  effects  ot 
light  on  water,  the  impressionist  path  he  was  to 
pioneer.  In  these  early  examples  we  see  the  in- 
fluence upon  him  ot  Boudin  and  |ongkind,  those 
two  earlier  masters  ot  atmosphere  whom  he 
chanced  to  meet  when  he  was  unknown,  the  son 
ot  1  grocer  at  Le  Havre.  Later  we  sec  Monet  dis- 
covering a  tapestry  of  colours  in  scenes  where 
other  painters  of"  the  time,  the  most  advanced 
among  them,  were  recording  but  variations  of  .1 
single  tone.  Then  came  Ins  rich  studies  ot  sun- 
light along  the  Mediterranean  coast,  and  summer 


By  Malcolm  Vaughan 

sunlight  upon  the  cliffs  at  Etretat,  near  Le  Havre, 
and  the  sea-swept  rocks  of  Belle-Ile,  in  the  Bay 
of  Biscay. 

These  studies  resulted  from  his  realization  that 
light  is  the  supreme  colourist,  determining  all 
surface  appearances  and  seemingly  altering  from 
moment  to  moment  the  forms  of  everything.  As 
the  realization  deepened  across  the  years,  he 
undertook  a  colour-series  of  the  same  subject;  in 
particular,  a  series  of  sunlit  haystacks — the  same 
old,  commonplace  haystacks  enveloped  from 
hour  to  hour  in  light  that  changed  their  colour 
and  transformed  them  into  gorgeous  objects  of 
art.  This  experiment  of  painting  haystacks  as  if 
looking  at  them  through  a  prism,  swept  Monet 
into  full  possession  of  his  talents  and  perceptions. 
Now  he  began  to  orchestrate  the  multiple 
colours  he  saw  playing  upon  all  things  in  nature. 
Melody  still  lingers  in  the  next  series  he  painted, 
a  row  of  poplars  alongside  a  stream  near  his 
studio.  Then  the  full  splendour  of  the  orchestra 
bursts  upon  us  in  a  scries  of  paintings  ot  Rouen 
Cathedral  as  seen  across  the  hours  from  day- 
break to  sunset.  Years  later  the  music  comes  to  a 
close  with  a  lengthy  series  on  the  water-lilies  in 
his  garden. 

Cezanne,  who  knew  Monet,  said  of  him:  'He 
was  only  an  eye — but  what  an  eye!'  Many 
painters  since  then  have  tended  to  dismiss  the 
father  of  impressionism  as  old  hat,  more  of  a 
scientist  than  an  artist,  at  best  a  mere  realist 
limited  to  but  one  aspect  of  optical  reality,  the 
atmospheric.  Now  that  time  has  brought 
perspective  to  his  achievement,  historians  are 
beginning  to  reappraise  Monet,  recognizing  that 
he  was  a  central  force  in  the  nineteenth-century 
art  renaissance.  His  style  profoundly  influenced 
those  nearest  him :  Renoir,  Pissarro,  Sisley,  even 
Manet.  In  reaction  to  Monet's  veils  of  light, 
Cezanne  launched  into  constructive  form,  and 
thereby  founded  the  post-impressionist  style. 
Seurat  carried  Monet's  broken-brushwork, 
broken-colour  technique  to  its  logical  conclu- 
sion, and  thereby  created  the  dot-dash  style 
called  pointillism.  From  Monet  and  Cezanne 
sprang  Gauguin's  art  of  painting  in  colour  forms. 
In  brief,  though  Claude  Monet  is  no  bedfellow 
of  the  abstractionists,  he  stands  in  the  evolution 
of  modern  art  as  a  pivotal  master. 

Baltimore's  Stained  Glass 

ACIAIN  the  Walters  Gallery  of  Baltimore  has 
brought  from  its  vaults  a  wealth  of  treasures 
never  before  exhibited.  This  time  the  riches  arc 
in  the  department  of  stained  and  painted  glass. 
Some  two  score  pieces  are  included.  They  range- 
in  size  from  full-length  cathedral  windows  to 
precious  fragments;  they  extend  in  date  from  the 
thirteenth  through  the  seventeenth  century. 
Foremost  among  them  is  an  entire  window  from 
th.it    celebrated    monument    of  early  French 
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(Above)  Three  of  a  hoard  of"  nineteen  Roman  gold 
coins  dating  from  the  Second  Tetrarchy  (A.D. 
295-307).  L.  to  r.  Four-aureus  medallion  of  Maxi- 
mianus,  obverse  (at  extreme  right,  the  reverse),  two- 
aureusof  Maxentius.  (L.andr.  below).  Claude  Monet's 
Rocks  at  Belle-Ile  (Needles  at  Port  Coton),  1866  (oil, 
24  29  in.),  in  the  collection  of  Mr.  and  Mrs.  Erik 
Meyer  of  Copenhagen:  and  a  photograph  of  the  same 
scene  showing  how  little,  Monet  changed  his  com- 
positions, engulfing  them  in  light. 


Gothic  architecture,  the  royal  abbey  church  of 
the  Benedictines  in  Paris,  St.-Germain-des-Pres. 
Scenes  from  the  life  of  the  deacon  St.  Vincent 
are  here  illustrated. 

This  mosaic  in  translucent  glass  is  one  of  the 
superb  windows  given  the  abbey  about  1240  by 
King  St.  Louis  and  his  mother,  Blanche  of 
Castille,  friends  of  Thomas  Aquinas.  Astonish- 
ingly enough,  its  companion  window  has  also 
found  its  way  to  the  United  States,  having  come- 
to  rest  in  the  Metropolitan.  As  the  curator  of 
mediaeval  art  at  the  Walters  Gallery,  Philippe 
Verdier,  points  out,  these  windows  stand  in 
America  as  documents  'of  fundamental  im- 
portance tor  our  knowledge  of  stained  glass 
designed  in  the  workshops  of  Pans  around  the 
middle  of  the  thirteenth  century.  They  are 
slightly  anterior  to  the  windows  of  the  Sainte 
Chapelle  in  the  palace  of  St.  Louis  (begun  in 
1246),  and  the  huge  roses  in  the  transept  of 
Notre  Dame  of  Paris'  (second  half  thirteenth 
century).  Dr.  Verdier's  scholarship  has  been  of 
much  aid  111  the  recent  rearrangement  of  the 
units  of  the  St.  Vincent  window  into  their 
original  order. 


The  reconstructed  window  became  the  central 
feature  of  the  exhibition  in  Baltimore.  Around  it 
were  shown  other  thirteenth-century  stained 
glass  panels  owned  by  the  Walters  Gallery.  Such 
.111  array  was  possible  because  the  Walters'  collec- 
tion of  mediaeval  thirteenth-century  stained  glass 
is  second  in  America  only  to  that  of  Raymond 
Pitcairn,  of  Bryn  Athyn,  Pennsylvania.  The 
group  included  several  examples  earlier  than  the 
window  from  St.-Germain-des-Pres.  Among 
these  were  four  French  panels  of  the  Aisne 
school:  that  is  to  say,  the  period  1200-123S  in  the 
province  that  built  the  St.  Remy  abbey  in  Rhcims, 
the  cathedrals  ot  Rhcims  and  Soissons,  and  the 
collegiate  church  ol  St.  Quentin.  By  extending 
the  exhibition  down  through  the  seventeenth 
century,  the  ( lallery  indicated  the  transitional 
stages  between  Gothic  stained  glass  and  the 
painted  glass  ot  the  sixteenth  and  seventeenth 
century  (glass  painted  with  coloured  enamels). 
In  this  transition,  important  examples  on  view 
were  German  early  Renaissance  roundels  after 
drawings  by  Diirer  and  II.  von  Kulmbach,  and 
two  recent  acquisitions  —superb  Augsburg  and 
Nuremberg  panels,  c.  1S20 — signed  by  Augusti- 


nus  Hirschvogel.  The  occasion  for  the  display 
was  the  imminent  publication  in  the  internation- 
al Corpus  vitraerum  medii  aevi  of  the  finest  medi- 
aeval glass  owned  in  America. 

Panorama  of  Gandhara  Sculpture 

A  DOZEN  cities  111  the  United  States  are  to  see 
the  first  sizeable  survey  of  Gandhara  sculpture 
ever  held  in  America.  Sixty-five  examples,  lent 
by  the  Government  of  Pakistan,  are  exhibited, 
together  with  additional  loans  selected  locally 
from  American  museums  and  private  collections 
along  the  route.  Most  of  the  treasures  date  f  rom 
the  great  period  of  Gandhara  art — the  first  to  the 
third  century  A.D.  —  when  the  region  of  north- 
west Pakistan,  then  known  as  Gandhara,  pro- 
duced almost  the  earliest  images  ot  Buddha  in 
human  form.  Gandhara  created  the  model  for 
the  Buddha  image  that  subsequently  spread 
throughout  Asia;  indeed,  originated  the  fixed 
iconography  tor  the  Buddha  legend  (Buddha  as 
a  human  being). 

The  wide  circulation  ol  tins  exhibition  is 
particularly  fortunate.  Thus  it  may  clear  up  basic 
misconceptions  about  Gandhara  art  that  still 
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(Above).  Panel  of  mediaeval  stained  glass,  circa  1240,  which  originated  from  the  abbey  church  of  the 
Benedictines  in  Paris:  St.-Germain-des-Pres.  From  the  collections  at  the  Walters  Art  Gallery, 
Baltimore.  (Below).  The  Temptation  of  Mara  (the  Buddhist  Satan),  illustrative  of  how  Gandhara 
sculptors  attempted  to  represent  the  yoga  posture.  Schist,  15 J  20  in.,  late  first  century.  Lent  by 
Peshawar  Museum  to  a  travelling  exhibition  of  Gandhara  sculpture  in  America. 


persist.  It  should  dissipate  at  a  glance  the  now 
rejected  theory  that  these  semi-classical  sculptures 
are  a  Gracco-Buddhist  art  that  resulted  from  the 
conquest  of  the  region  in  327  B.C.  by  the  Greek 
general,  Alexander  the  (ireat.  Gandhara  was,  to 
be  sure,  an  eastern  territory  conquered  by 
Alexander;  but  no  G reek-influenced  art  devel- 
oped there  in  his  train.  The  classical  style  we  see 
in  Gandhara  sculpture  is  the  neo-Hcllcnistic 
style  as  practised  in  Rome  under  Trajan,  Hadrian, 
and  the  emperors  Antoninus.  Evidently  the 
sculptors  themselves,  or  many  ot  them,  were 
imported  from  Rome  or  other  art  centres  of  the 
Roman  empire,  such  as  Syria.  In  fact,  latter-days 
scholars  tend  to  describe  Gandhara  sculpture  as 
provincial  Roman  school  work.  The  description 
seems  obvious  when  we  look  at  such  examples 
in  the  exhibition  as  the  Portrait  oj  a  Donor  or  the 
Head  of  a  Bodhisattva. 

Some  three  centuries  after  Alexander  the 
Great,  this  region  of  northwest  India  was  over- 
run by  a  great  tribe  of  Chinese,  the  Kushans, 
who  flourished  in  Gandhara  to  such  an  extent 
that  they  traded  on  a  large  scale  with  the  outside 
world,  even  setting  up  embassies  in  Rome. 
Meanwhile  the  natives  of  the  region  had  been 
converted  to  Buddhism.  Their  prosperous  com- 
merce enabling  them  to  afford  stone  and  stucco 
temples  to  their  god,  and  other  religious  build- 
ings such  as  monasteries,  they  turned  to  Rome 
for  sculptors  and  painters.  Up  to  now  the  Buddha 
had  scarcely  been  represented  as  a  human  being. 
Buddha  was  considered  a  spirit;  as  such  he  could 
be  represented  only  by  abstract  images,  symbols 
of  his  characteristics.  The  imported  Roman 
school  painters  and  sculptors  began  to  represent 
Buddha  in  human  form,  using  as  their  source  the 
Apollo  type.  Necessary  changes,  such  as  the  node 
of  cosmic  consciousness  rising  from  Buddha's 
head,  were  Romanized — the  bump  concealed  as 
a  top-knot  derived  from  Aphrodite's  headdress. 
Numerous  other  details  also  were  adopted  from 
the  Roman.  For  example,  the  garment  of  a 
Standing  Buddha  immediately  suggests  the  toga  of 
Roman  imperial  statues.  In  fact,  scholars  are  able 
to  date  this  statue  in  the  second  century  A.D.  by 
the  handling  of  the  folds  in  the  garment;  the 
sharp  parallel  ridges  recalling  Roman  technique 
in  the  Antonine  and  Sevcrid  periods. 

When  the  imported  artists  were  called  upon 
to  produce  a  Buddha  seated  in  the  yoga  posture, 
they  had  no  Graeco-Roman  type  to  fall  back 
upon.  They  made-do  by  settling  a  torso  on  leg 
stumps  ending  at  the  knees,  and  hiding  the 
jointure  under  a  deal  of  drapery.  The  subject 
here  shown  is  a  typical  example.  The  scene  repre- 
sented is  the  temptation  of  the  Buddhist  Satan. 
By  designing  a  string  of  scenes  in  a  frieze-like 
series — a  frieze  adapted  from  the  Roman  narra- 
tive method  of  bas-relief — the  standard  icono- 
graphy for  the  Buddha  legend  was  evolved  in 
Gandhara.  Thence  it  spread  throughout  the 
Buddhist  world. 

This  enlightening  exhibition  ot  Gandhara 
sculpture  was  brought  to  the  United  States  by 
The  Asia  Society  through  the  generosity  ot  the 
Government  of  Pakistan.  Its  circulation  to  a 
dozen  cities  was  taken  over  by  the  Travelling 
Exhibition  Service  of  the  Smithsonian  Institu- 
tion. A  permanent  record  of  it  is  available  in  a 


handsome  catalogue,  to  which  Benjamin 
Rowland  has  written  an  introduction  ot  value  to 
scholars  as  well  as  laymen.  Dr.  Rowland,  Acting 
Curator  of  Oriental  Art  at  the  Fogg  and  long 
associated  with  the  study  of  Gandhara,  is  an 
authority  on  the  art  of  Indian  Buddhism. 

Chicago:  Gift  of  Furniture 

TO  the  quantity  of  fine  furniture  owned  by  the 
Art  Institute  of  Chicago,  a  number  of  distinctive 
examples  have  recently  been  added  by  gitt  from 
Mr.  and  Mrs.  A.  W.  Armour  III.  Noticeable 


among  them  is  a  European  seventeenth-century 
cabinet,  and  air  English  eighteenth-century  com- 
mode. The  cabinet,  of  tortoiseshcll,  eglomisee, 
and  ormolu  on  a  carved  and  gilded  stand,  will  be 
a  welcome  addition  to  the  galleries.  Nothing 
quite  like  it  previously  existed  at  the  Institute. 
The  commode  is  also  an  unusual  piece.  It  is  here 
reproduced.  Closely  related  in  stylistic  aspects  to 
French  furniture  of  the  Louis  XVI  period,  in 
fact,  it  might  almost  be  from  the  hand  of  the 
mattre  ebdniste,  Adam  Weisweiler.  Yet  to  judge 
from  certain  aspects,  it  was  made  in  England.  A 
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(Above).  This  mahogany  English  eighteenth-century  carved  and  gilded  commode,  with  japanned 
panels  showing  turkeys  and  other  birds,  is  one  of  a  group  of  furniture  presented  to  the  Art  Institute 
of  Chicago  by  Mr.  and  Mrs.  A.  W.  Armour  III.  (Below).  A  Dutch  colonial  kitchen  fireplace  which 
has  been  installed  in  the  Museum  of  the  City  of  New  York. 


beautifully  proportioned  rectangle,  with  in- 
curved corners  set  off  by  tapering  Muted  columns, 
it  is  handsomely  designed.  Somewhat  similar 
furniture  still  at  Nostcll  Priory  was  designed  by 
Robert  Adam.  Constructed  of  mahogany,  with 
japanned  panels,  front  and  sides,  showing 
chinoiserie  turkeys  skilfully  reflecting  the  Oriental 
spirit,  this  commode  is  not  mounted  with 
ormolu  fittings,  as  one  might  expect.  Instead, 
the  decoration — borders,  bandings,  columns, 
even  the  frieze  in  fine  classical  motives — is  of 
carved  and  gilded  wood.  The  top  is  of  marble. 
In  date,  the  piece  could  be  assigned  to  about  1 780. 

Dutch  Colonial  Kitchen 

TO  quicken  in  New  Yorkers  a  sense  of  the  past,  in 
particular  that  seventeenth-century  period  when 
their  island  was  a  Dutch  colonial  settlement,  the 
Museum  of  the  City  of  New  York  has  installed 
in  one  of  its  galleries  a  simulated  Dutch  kitchen 
such  as  was  found  in  the  finest  burgher's  houses 
in  Nieuw  Amsterdam  about  1660.  The  simula- 
tion is  arranged  in  a  series  of  panels,  each  telling 
its  separate  story  of  the  many  different  uses  to 
which  such  a  workroom  was  put.  One  panel 
represents  how  the  food  was  prepared  in  Dutch 
New  York.  Another  indicates  how  the  cooking 
went  on;  a  third,  how  the  room  was  used  for 
dining.  The  variety  extends  to  such  details  as  a 
display  of  herbs  employed  as  favourite  seasonings. 

The  central  panel  represents  a  Dutch  colonial 
fireplace  of  the  time,  dressed  with  antiques 
gathered  from  museum  possessions  and  private 
collections  (see  illustration).  Unlike  the  recessed 
English  chimney-opening  which  the  Dutch 
colonials  later  adopted,  finding  it  better  for 
burning  logs,  the  early  Nieuw  Amsterdam  fire- 
place was  built  flat  against  the  wall,  as  in  peat- 
burning  Holland.  Smoke  was  caught  and  drawn 
off  "by  means  of  a  projecting  chimney-piece  with 
a  broad  overhanging  mantelshelf  and  a  washable 
valance.  In  the  museum  interpretation,  Dutch 
seventeenth-century  blue-and-white  tiles  border 
the  fireplace,  and  the  hearth  is  furnished  in 
antique  utensils  and  cooking  vessels.  The 
decorative  iron  flreback,  bearing  the  arms  of 
Holland  dated  1665,  is  a  fine  example.  The 
sturdy  andirons  are  a  handwrought  iron  pair 
with  disc  finials;  the  iron  kettle,  hanging  from  a 
trammel,  is  fitted  with  the  ancient  device  called  a 
filter,  enabling  the  user  to  pour  water  from  the 
heavy  kettle  without  taking  it  off  the  hook. 
Among  the  antique  utensils  on  the  hearth  are 
copper  cooking  vessels — a  'Dutch  oven'  and  a 
large  stewing  pail — together  with  iron  shovel 
and  tongs,  ,1  roasting  spit  turned  by  a  weight  and 
chain,  a  trying  pan  on  stilt  legs  to  lift  the  cooking 
above  the  fire,  and  a  covered  baking  dish  on 
three  short  legs  for  placing  among  the  coals.  The 
mantelshelf  is  also  dressed  with  Dutch  colonial 
antiques:  pewter  and  slipware  plates,  an  hour- 
glass, a  metal  winder  for  turning  the  spit,  and  a 
rare  candlestick-and-taper-holder. 

This  simulated  kitchen  has  attracted  so  much 
wide  attention  that  there  is  now  talk  of  installing 
a  permanent  one,  the  'real  thing',  in  the  Museum. 

Old  Master  Drawings  at  Newark 

CERTAIN  museums  in  the  United  States  suffer 
a  serious  problem.  They  lack  money  enough  to 
stage  grand  exhibitions  of  painting  and  sculpture 
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yet  unless  their  art  displays  are  of  the  highest 
quality  their  audience  will  stay  away.  The 
problem  often  conies  down  to  a  choice  of  a  tine 
exhibition  or  none.  In  Newark,  a  metropolis 
across  the  Hudson  river  from  New  York,  this 
predicament  is  perennially  upon  them.  And  year 
after  year  the  Newark  museum  manages  to 
solve  the  dilemma  by  offering  first  class  exhibi- 
tions that  cost  little.  One  season,  the  show  is  of 
colonial  New  Jersey  silver,  or  furniture;  again  it's 
etchings  or  engravings  by  the  masters;  or  an 
important  array  ot  paintings  or  sculpture 
borrowed  trom  collectors  near  by.  This  season  a 
great  loan  display  ot  old  master  drawings  was 
presented,  a  gathering  so  extraordinary  that  the 
town  turned  out  to  see  it.  Indeed,  quite  a  few 
New  Yorkers  crossed  the  river  to  enjoy  this  show. 

Some  sixty  examples,  ranging  over  five 
centuries,  the  fourteenth  to  the  early  nineteenth 
were  offered.  Many  of  them  had  never  been 
publicly  seen  before.  Lovers  ot  drawing  were 
pleased  to  discover  a  number  of  works  by  little- 
known  artists  who  were  masters  of  drawing. 
The  occasion  was  doubly  significant  because  it  is 
the  first  in  a  series  of  drawing  shows  the  Newark 
museum  proposes  to  offer.  The  forthcoming 
offerings  will  be  less  general,  specializing  in  this 
or  that  century  or  school,  with  the  strongest 
accent  on  drawings  by  outstanding  European 
and  American  artists  ot  the  nineteenth  and 
twentieth  centuries.  These  specialized  shows,  like 


the  inaugural  one,  will  borrow  from  the  rich 
store  ot  drawings  now  in  American  museums 
and  private  collections  trom  coast  to  coast. 

The  initial  exhibition  was  arranged  in  geo- 
graphical groups  and  in  chronological  order. 
This  plan  proved  felicitous.  It  made  for  harmony 
ot  spirit;  explained  locally  particularized  techni- 
cal aims  and  elaborations;  and  offered  the  en- 
lightenment of  historical  perspective.  Even 
schoolchildren  could  see  that  the  approach  to  art 
in  mediaeval  times  was  through  religious  sub- 
jects; that  portraiture  developed  when  the 
renaissance  revived  man's  respect  for  man;  and 
that  man's  interest  in  nature — landscape  painting, 
our  pleasure  in  the  scenery  through  which  we 
pass — was  reawakened  in  the  fifteenth  century  at 
the  height  of  the  Renaissance. 

Earliest  of  the  drawings  on  view  was  a 
fourteenth-century  ink  and  black  chalk  sketch  of 
the  Crucifixion,  by  Altichiero,  lent  by  the 
Cleveland  Museum.  One  of  the  rarest  quattro- 
cento treasures  in  the  United  States,  a  Thief  on  the 
Cross,  by  the  Master  of  Flemalle  or  an  artist  in 
his  circle  (c.  1 375-1444),  was  lent  by  the  Fogg 
(see  illustration).  That  museum  also  loaned  a 
superb  drawing  by  Perugino,  hour  Standing 
Apostles,  a  study  for  his  Ascension  now  in  the 
Museum  of  Lyons.  Other  beautiful  examples  of 
early  Italian  work  included  a  silverpoint  Head  oj 
a  Youth,  by  Lorenzo  di  Credi,  from  the  private- 
collection  of  Janos  Scholz.  There  was  a  fine 


section  of  major  Venetian  drawings,  a  strong 
group  of  German  drawings — among  them  the 
Ascension,  in  pen  and  ink,  by  Albrecht  Diirer 
here  reproduced ;  and  a  handsome  section  repre- 
senting the  high  Renaissance  in  central  Italy. 
Then  came  representations  of  the  sixteenth- 
century  Italian  baroque  school,  the  French 
baroque,  the  Dutch,  Italian,  and  French  seven- 
teenth-century masters,  the  French  eighteenth- 
century — Watteau,  Fragonard,  Boucher,  Hubert 
Robert,  et  al — then  the  English  eighteenth- 
century  school,  and  a  few  early  nineteenth- 
century  French  painters,  down  through  Ingres. 
From  the  pencil  of  Ingres,  one  of  the  finest 
draughtsmen  of  all  times,  was  a  delicate  line- 
portrait  of  the  Duke  of  Bedford,  dated  1815,  lent 
by  the  St.  Louis  Museum. 

A  Request 

MR.  JOHN  HARRIS,  from  the  Royal  Institute 
of  British  Architects,  London,  is  preparing  a 
catalogue  of  English  architectural  and  decorative 
drawings  in  American  collections.  An  Appendix 
to  the  catalogue  will  include  a  list  of  English 
rooms  and  architectural  elements  now  in 
America.  Connoisseur  readers  are  asked  to  send 
any  relevant  information  as  to  the  whereabouts 
of  such  drawings  and  rooms  to  Mr.  Harris:  c/o 
Avery  Library,  Columbia  University  in  the  City 
of  New  York,  New  York  27,  N.Y. 


Printed  in  (jreat  Britain  by  Tillotsons  (Bolton)  Limited,  Bolton  and  London. 
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(Right)  An  exceptionally  fine  centre 
writing  table  in  faded  rosewood. 
The  table  retains  all  its  original 
gilt  brass  mouldings  and  mounts. 
Length  41  inches.  Depth  24  inches. 
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10    HANS     ROAD,     LONDON,    S.  W.  3 


TELEPHONE     KEN  5266 


TWO  FINE  EXAMPLES  OF  FURNITURE 
OF    THE    EARLY    REGENCY  PERIOD 


(Left)  A  small  rosewood  centre  book  table  with  a 
folding  writing  flap  and  incorporating  a  rare  tall 
gilt  brass  gallery  of  unusual  charm.  Length  24  inches. 


-THE  

CONNOISSEUR 

WITH    WHICH    IS    INCORPORATED   INTERNATIONAL  STUDIO 


NOVEMBER  1960  AMERICAN  EDITION  TWO  DOLLARS 


Provenance:  Formerly  in  the  collections  of  the  Royal  families  of  the  Netherlands  and  of  Bavaria.  Exhibited:  Brussels  (1935),  'Cinz  Sieclcs 
d'Art'  (No.  769);  Amsterdam  (1936),  'Oude  Kunst'  (No.  33).  Literature:  W.  Stechow,  1938.  Salomon  van  Ruysdael  (p.  128,  No.  509). 


This  important  picture  will  be  included  in  the  Fine  Old  Masters  Exhibition  opening  at 
the  Leonard  Koetser  Gallery,  13  Duke  Street,  St.  James's,  London,  S.lV.t,  on  November  7th. 


CHRISTIE'S 


Will  offer  at  Auction  on  October  27th 

FINE  ENGLISH  FURNITURE 

the  property  of 
Mrs.  MICHAEL  SADLEIR, 
Miss  F.  M.  COMPTON  (formerly  part  of  the  Collection  of  the  late  Alfred  Stern,  Esq.) 

and  others 


 y   111  m  '" 

 &mmgg0^Kg0mmm        ill  i  I 

A  Regency  mahogany 
bookcase  in  the  style 
of  Thomas  Hope, 
7  feet  high,  8  feet  wide. 


Left: 

One  of  a  pair  of 
Hepplewhite  mahogany 
armchairs.  There  is 
also  a  set  of  10  chairs 
of  the  same  design. 


Right 
A  Sheraton 
marquetry  commode, 
40  inches  wide. 


Illustrated  catalogue  (12  plates)  (is.  post  free.  Plain  catalogue  6d.  post  free 

CHRISTIE,  MANSON  &  WOODS,  LTD. 

8  King  Street,  St.  James's,  London,  S.W.I 

Telephone:  Trafalgar  SJOfiO  Telegrams:  christiart  piccy  London 


Marlborough  Fine  Art  Ltd 

are  opening  their  extensive  new  galleries  at 

39  Old  Bond  Street  on  5  October 


Marlborough 


with  an  Exhibition  of 


van  Gogh  Self  Portraits 


and  a  selection  of 


Important  19th  Century 
French  Masters 


in  aid  of  The  Central  British  Fund  for  Jewish  Relief  &  Rehabilitation 


Marlborough  Fine  Art  Ltd 

39  Old  Bond  Street  London  Wi  Hyde  Park  6195-6 
Cables  Bondarto  London 


Agents  for 
A  rni  it  age 
Bacon 
Chad  wick 
Henry  Moore 
Oskar  Kokoschka 

Rebeyrolle 
Pas  m  ore 
Sutherland 


FRANK  PARTRIDGE  &  SONS  LTD 

144  New  Bond  Street,  London,  W.i 


Throughout  NOVEMBER 

EXHIBITION  OF 

SPORTING  PAINTINGS 

In  aid  of  the  British  Empire  Cancer  Campaign 
Illustrated  catalogue  -  FIVE  Shillings 


Rowton  with  Jockey  up 

By  J.  F.  HERRING  SENR. 

Signed  and  dated  1829 


Canvas  22  X  30  inches 


Rowton  belonged  to  the  Hon.  E.  Petre  and  won  the  St.  Leger  in  [829. 
Collection :  The  Earl  of  Rosebery. 


HARVEY  &  GORE 

LTD. 


C.  1750 


I,  2  &  3,  VIGO  STREET,  LONDON,  W.I 

Regent  0859,  0861 


HANKERS  smre  1$I2 

Messrs.  Coutts  &  Co. 
Strand 


A  CHARLES  II  (  AUDIT  CUP  AND  COVER 

with  Mask  Finial.  London  [66i.  Maker  I  II. 
Weight  25  ounces.  I  [eight  7  inches. 
The  Coat-of-Arms  is  tirca  1710. 


Antique  Jewels,  Old  English  Silver,  Enamels,  etc. 


Valuations  lor 
Probate,  Insurance 
and  Division 
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SOTHEBY'S 

Founded  1744 


announce  the  Sale  on  Tuesday,  29th  November  of 

THE  DYSON  PERKINS  COLLECTION  (Part  III) 

FIFTY-NINE  ILLUMINATED  MANUSCRIPTS 

the  property  of  the  late  C.  W.  DYSON  PERKINS,  Esq.,  D.C.L.,  F.S.A. 

P 


PSALTLR,  written  and  illuminated,  probably  at  Oxford  in  the  early 
13th  Century,  for  a  nun  of  the  Augustinian  Convent  of  lona,  possibly 
for  the  first  prioress.  Beatrix,  daughter  of  Somerled,  Lord  of  the  Isles. 

Illustrated  Catalogue  (70  plates,  6  in  colour)  £3  3s.  0d.  Plain  Catalogue  7s.  6d.  Post  free. 

SOTHEBY  &  CO.,  34  &  35  NEW  BOND  STREET,  LONDON,  W.l 

Telephone:  Hyde  Park  6545  Telegrams:  Abinitio,  Wesdo,  London 

AMERICAN  REPRESENTATIVES:  SOTHEBY'S  OF  LONDON  LTD.,  717  Fifth  Avenue.  New  York  22. 
Telephone:  Plaza  8-2891  telegrams:  Abinitio,  New  York 


SOTHEBY'S 

Founded  1744 

announce  the  Sale  on  Tuesday,  18th  October,  of 


An  Imperial  spinach  green  jade  Brush  holder. 
7|  inches  high,  81  inches  diameter.  K"ang  Hsi. 


IM 


THE  WELL-KNOWN 
COLLECTION  OF 
IMPORTANT  JADE  CARVINGS 

AND 

FINE  CLOISONNE,  AMBER 
AND  LACQUER 

the  property  of 
the  late  T.  B.  KITSON,  Esq. 

(Part  I) 


An  Imperial  cloisonne  Ram  Altar  Set.  I7A  inches  and  5 ,  inches  high.  Ch'ien  Lung. 


Illustrated  Catalogue  (M)  plates,  I  in  colour)  10  '-.  Plain  Catalogue  6d.  Post  free 


SOTHEBY'S 

Founded  1744 

announce  the  Sale  on  Monday,  31st  October,  and  Tuesday,  1st  November,  of 

FINE  JAPANESE  WORKS  OF  ART 

the  property  of  the  late  T.  B.  KITSON,  Esq. 


Metal  Tsuba 


Illustrated  Catalogue 
(10  plates)  5/- 

Plain  Catalogue 
6d.  Post  free 


A  lacquer  Bunko  or  document  box.  10  inches  by  5i  inches. 

SOTHEBY  &  CO.,  34  &  35  NEW  BOND  STREET,  LONDON,  W.l 

Telephone:  Hyde  Park  6545  Telegrams:  Ahinitio,  Wesdo,  London 

AMERICAN  REPRESENTATIVES:  SOTHEBY'S  OF  LONDON  LTD.  717  Fifth  Avenue.  New  York 
Telephone:  PJaza  8-2891  Telegrams:  Abinitio,  New  Y 


SOTHEBY'S 

Founded  1744 

announce  the  Sale  on  Friday,  21st  October,  of 


A  COLLECTION  OF  FINE  ENGLISH  DRINKING  GLASSES 

(Part  II) 

the  property  of  SIR  HUGH  DAWSON,  Bt.,  C.B.E. 

also 

FINE  ENGLISH  FURNITURE 


A  17th  Century  sealed  Posset  Pot,  31  inches  high,  5|  inches  wide, 

probably  Salisbury  Court   Glasshouse;  an   early  Ravenscroft  An  English  17th  century  Parade  coin  goblet  and  cover,  13  inches; 

'crisseled'  decanter  jug,  8  inches,  circa  1674;  and  a  Ravenscroft  a  Ravenscroft  decanter  jug,  8i  inches,  circa  1685;  and  a  James  II 
Posset  Pot,  3  inches  high.  coin  goblet,  9]  inches. 


A  Hanoverian  engraved  wine  glass,  6|  inches;  a  frigate  glass.  51  inches, 
and  a  large  frigate  glass,  6|  inches. 


A  diamond  engraved  Newcastle  goblet,  81  inches;  a  Newcastle 
armorial  wine  glass,  7|  inches;  and  an  engraved  cider  goblet 
and  cover,  84  inches. 


f /lustra ted  Catalogue  ( 15  plates)  7s.  Od.    Plain  Catalogue  6d.  Post  free. 

SOTHEBY  &  CO.,  34  &  35  NEW  BOND  STREET,  LONDON,  W.l 

Telephone:  Hyde  Park  6545  Telegrams:  Abinitio,  Wesdo,  London 


AMERICAN  REPRESENTATIVES:  SOTHEBY'S  OF  LONDON  LTD.,  717  Fifth  Avenue,  New  York  22. 
Telephone:  Plaza  8-2891  Telegrams:  Abinitio,  New  York 


By  Appointment  to  H.M-  the  Queen 
Silversmith  and  Jewellers 


sore 


Antique  Wine  Coolers 


An  exceptionally)  heavy  pair  of  Campana  form  silver  ailt  wine  coolers. 
The  arms,  applied  in  bold  relief,  are  those  of  Georae  Vernon  [son  of  &\)  Baron  Vernon) 

wl)o  succeeoeb  as  $th  Baron  Vernon  in  1835. 

I  ondon  Geo.  IV  1826  by  Benjamin  Smith     Weight  304  ounces    Height  11  inches 


Asprey  &  Co.  Ltd..  165  169  New  Bond  Street,  London  W.i.  Telephone:  HYDe  Park  6767 


IX 


BY  APPOINTMENT 
DEALERS  IN  ANTIQUE  FURNITURE  AND  WORKS  OF  ART 
TO  THE  LATE  QUEEN  MARY 


M.  Harris  &  Sons 

ESTABLISHED  1868 


A  rare  and  elegantly  proportioned  Hepplewhite  mahogany  Love  Seat.  Width  43  inches. 


44I52  New  Oxford  Street,  London  W.C.i 

Telephones:  Museum  2121,  2122  Telegrams:  Artisonne  Phone  London 
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WALTER  H.  WILLSON  LTD 


An  important  Irish  Silver  Tazza,  by  Joseph  Walker,  Dublin  1703 
Diameter  14  inches 

Engraved  with  the  Anns  of  John  Parnell  and  of  his  wife  Mary  Whitshcd,  from 
whom  Charles  Stewart  Parnell,  the  Irish  politician,  w.is  directly  descended 


NEW  SILVER  SPOONS  AND  FORKS 
( )n  application  we  shall  be  pleased  to  sent!  particulars  of  our 
hand-forged  services  in  traditional  English  patterns 


is  KING  STREET  •  ST.  JAMES'S  ■   LONDON  S.W.i 

W  III  1 1  MAI  I  6463  AURIFAURO  ■  PICCY  ■  LONDON 

904  North  Michigan  Avenue,  Chicago,  111.,  U.S.A. 
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BY  APPOINTMENT  ANTIQUARIES  OF 
CHINESE  WORKS  OF  ART 
TO  H  M.  THE  KING  OF  SWEDEN 


MING  LACQUER 

A  fully  illustrated  Catalogue  describing  a  collection  of  fine  early  Chinese  lacquer  recently  exhibited 
in  these  galleries  is  shortly  to  be  published. 

The  Catalogue  will  consist  of  16  pages  and  will  include  halt-tone  illustrations  of  all  the  exhibits. 

Size  9]  inches  X  6j  inches.  Price  10s.  6d. 

Following  is  an  extract  from  the  introduction  written  by  Sir  Harry  Garner: 

"Lacquer,  like  porcelain  and  silk,  is  one  of  the  crafts  that  the  world  owes  to  the  genius  of  the  Chinese  people.  The  manufacture  of  lacquer  in 
China  goes  hack  centuries  before  the  birth  of  Christ,  but  it  did  not  begin  to  make  its  impact  on  the  western  world  until  towards  the  end  of  the 
sixteenth  century.  .  .  .  The  group  of  lacquer  collected  together  by  Messrs.  Bluett  and  Sons,  mainly  of  Ming  carved  lacquer,  illustrates  the  great 
variety  which  is  one  of  the  special  attractions  of  Chinese  lacquer.  .  .  .  We  rarely  find  two  pieces  alike,  and  so  it  is  perhaps  not  surprising  that 
m  this  relatively  small  group  there  are  a  number  of  types  that  have  not  been  recorded  elsewhere.  The  variations  suggest  a  number  of  factories  in 
widely  separated  regions,  eaih  with  its  own  traditional  methods  and  ideas/' 

BLUETT  &  SONS 

48  Davies  Street,  Brook  Street,  London,  W.  1 

Telephone:  MAYFAIR  4018      ORIENTAL  WORKS  OF  ART       Telegrams:  Chineceram,  Wesdo,  London 
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J.  HAIM 

&  Company 

Tel:  MAYfair  6300 

31  Brook  Street 
London,  Wi 


PERIOD 
BESSARABI AN  RUG 


Also  large  stock 
Fine  Aubusson  Carpets  and  Rugs 
of  various  sizes 

Specialists  in  Fine  Quality 
PLAIN  WILTON  CARPETS 
pastel  shades 
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Ml 


H.BLAIRMAN  Sl  SONS  ETB» 


23  GRAFTON  STREET  LONDON  W.J. 


REGENCY    BOOKCASE    IN    THE    GOTHH  MANNER 

height  9  ft.,  width  7  ft.  10  in.,  depth  1  ft.  1  in. 


TELEPHONE    HYDE    PARK    0  4  4  4  ESTABLISHED    1884  TELEGRAMS  BLAIRTIQUE,  PICCY.  LONDON 

Members  of  The  British  Antique  Dealers'  Association  I. til. 
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Members  of  The  British  Antique  Dealers'  Association  Ltd. 


BOW 

A  pair  of  extremely  tine  quality  Sphinxes  modelled  with  the  features  of  the  renowned 
j 8th  century  actress,  Peg  Woflfington.  Length  4.]  inches.  Circa  1750.  Brilliant  condition. 
A  similar  pair  in  the  Victoria  and  Albert  Museum  are  illustrated  in  the  Schreibcr  Catalogue. 


38  SOUTH 


Colour  films  on  request 

STREET,  EASTBOURNE, 


SUSSEX 


Telephone:  EASTBOURNE  780 


Cables:  ANTIQUITY,  Eastbourne 


23  CORK  STREET 
London,  W.  1 


Telephone: 
REGent  6961 


THE  REID  GALLERY 


/  9th  and  20th  Century  French 
and  20th  Century  English 
draw  ings,  watercolours,  pastels  and  gouaches 


1  I II.  (  :<  >NN(  MSSEUR,  November,  i960 


XIV 


THE  LEFEVRE  GALLERY 

XIX  and  XX  CENTURY 
FRENCH 

PASTELS,  WATERCOLOURS 
and 
DRAWINGS 

6  OCTOBER— 18  NOVEMBER 

30  BRUTON  STREET 
LONDON,  W.l 


Telephone: 
May  fair  2250 


Cables: 
Drawings  London 


The  Bakt  i 
Gouache  1911/12 


MARC  CHAGALL 

II   •  7 inches 


SYDNEY  L.  MOSS 

Fine  Old  Chinese  Ceramics 
and  Works  of  Art 


A  magnificent  Chinese  porcelain  saucer  dish 
decorated  in  theChinese  taste  in  underglaze  blue 
on  an  Imperial  yellow  ground.  Mark  and  period 
of  the  Emperor  Cheng  Te  of  the  Ming  dynasty. 
A.D.  1506-1521.  Diameter  8|  inches. 
In  perfect  state. 


Established  1910  MAYfair  4670 

81  DAVIES  STREET 
LONDON,  W.1 
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BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 


A  very  fine  half  round  Adam  hare  wood  commode 
inlaid  with  a  classical  design  of  urns  and  husks. 
Size:  Length  48  in.,  depth  20  in.}  height  37/  in. 


MALLETT 


MAI  I  ITT      SON  (ANTIQUES)  LTD.  40  NEW  HON  I)  STREET,  LONDON,  W.I.  TELEPHONE  MAYFAIR  4527  AND  6738/9 
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LONDON 

69  Upper  Berkeley  Street 
I'oi  i  man  Square,  W  .  I 

Telephone:  PADdinfiton  6595 


D  M.  is  P 


ANHEIM 


Members  of  The  British  Antique  Dealers'  Association  Ltd. 
and   In  and  Antique  Dealers'  League  oj  America 


NEW  YORK 

46  East  57th  Street 
New  York  City 

18th  CENTURY  WEDGWOOD 
BASALT  POTTERY 

Left: 

Wedgwood  &  Bentlev  (unmarked) 
bust  of  Dr.  Jonathan  Swift  (1667— 
1745),  who  wrote  Gulliver  s  Travels 
etc.  Impressed  swift  on  hack. 
13J  inches  high.  Circa  1775. 

Right: 

Wedgwood  (impressed  marked) 
bust  of  Horace,  the  Roman  poet 
(65-9  B.C.).  Impressed  HORACE  on 
back.  15  inches  high.  Circa  1780. 


Please  Note 
CHANGE  OF  ADDRESS 

We  have  moved  to  more 
commodious  premises  at 

69  Upper  Berkeley  Street 
Portman  Square,  W.  1 

where  we  will  be  happy  to  welcome 
clients  both  old  and  new. 


PRIDES  of  LONDON  L™ 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 

Tel:  BELgravia  3080 


A  pair  of  Regency  mahogany  library  chairs 
with  cane  panels  and  loose  cushions  covered 
in  pale  olive  green  calf. 


179/180  SLOANE  STREET,  S.W.I 


Mil  (  ONNOISSI.I  IR,  November,  |(>6o 


Will 


FROST  &  REED  D 

UNDER  TEN  REIGNS 


m  jHINER  SUR   L  HERBE 

A  magnificent  painting 
by 

MAURICE  LELOIR 

Canvas  29  •  44  inches 


41  New  Bond  Street  10  Clare  Street 

London,  W.  1  Bristol 

Mayfair  24^7  Bristol  26258 


XIX 


JOHN  MITCHELL  &  SON 

(JOHN  MITCHELL) 

FINE  PAINTINGS 


Signed  NICOLAES  MAES  Oil  on  canvas  I8j     151  inches 

(1634-1693) 


8  NEW  BOND  STREET,  LONDON  Wl 

I  i  i.i  i'iion l  :  HYDi  park  7507  Cauus:  Jonmii.  London 


A  set  of  Hepplewhite  mahogany 
dining  chairs,  with  finely  carved 
back  splats,  comprising  6  single 
and  2  armchairs. 


J 


HARRODS 


ANTIQUE  GALLERIES,  THIRD  FLOOR 


Member  of  The  British  Antique  Dealers'  Association 


HARRODS  LTD  KNIGHTSBRIDGE  LONDON  SWI 


Tel  SLOane  1234 


Cables  EVERYTHING  HARRODS  LONDON 


XXI 


GREGORY  &  CO. 

(BRUTON  STREET)  LTD.  ESTABLISHED  1823 

27  BRUTON  ST.,  BERKELEY  SQUARE 
LONDON,  W.l 


TELEPHONES: 
MAYFAIR  2608/9  0 
MAYFAIR  2066 


ANTIQUES 
FURNITURE 
U  P  H  O  LS  T  E  R  Y 
CURTAINS 
CARPET  S 


telegrams : 
c;regco,  wesdo 

LONDON 


BUILDING 
ELECTRICAL  WORKS 
DECORA  T ION  S 
H  E  A  TING 
V  ALU  A  T I O  N  S 


A  fine  Georgian  Mirror  Frame  in  mahogany 
and  original  gilt,  with  the  original  bevelled 
plate.  The  makers  label  is  still  to  be  seen  on 
the  back.  Circa  1770. 

Overall  height  s  ft.  Overall  width  2  ft.  2  in. 


DENYS  WREY 

LIMITED 

45  SLOANE  STREET 
LONDON  S.W.I 

Telephone:  Belgravia  1813/14 
Members  of  The  British  Antique  Dealers  Association 

Period  Furniture 
Works  of  Art 
Restoration 


CREDIT  FACILITIES  are  available 
10  our  Customers,  if  required. 


A  rare  Continental  Spice  Cabinet  dating  from  about 
1 700  -  possibly  of  Portuguese  origin  -  the  geometrical 
veneers  of  kingwood  with  Tortoiseshell  panels  and 
drawer  fronts;  the  stand,  of  English  origin,  made  for 
the  Cabinet  later  in  the  18th  Century. 


WE  ARE  ALWAYS  ANXIOUS  TO  BUY 
FINE  ENGLISH  ANTIQUE  FURNITURE 


THE  C  ONNOISSEUR,  November,  \g6a 
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'Fete  au  Village'  byJ.-B.  LEPRINCE  (1734-178 1) 


Canvas  22 h  X  18.'  inches 


The  artist  was  Boucher's  favourite  pupil  and 
visited  Russia  in  1758  where  he  contributed 
greatly  to  the  appreciation  of  French  art.  His 
pictures  arc  to  be  seen  in  the  Louvre  and  in  the 
galleries  at  Munich,  Nancy,  Rouen  and  several 
French  provincial  museums. 


TOOTH 


Established  1842 


BRUTON  STREET 

LONDON,  W.i 


May  fair  2920 


Cables:  'INVOCATION,  London' 


DELOMOSNE  &  SON  Limited 


(Members  of  The  British  Antique  Dealers'  Association  Ltd.) 


OLD  ENGLISH 

AND 
CONTINENTAL 
CHINA 

FURNITURE 

NEEDLEWORK 


A  pair  of  Regency  period 
cut  glass  Candelabra  of  fine 
quality.  Circa  1 8 1 0 . 

Height  19^  inches 
Width  m  inches 


4  CAMPDEN  HILL  ROAD,  KENSINGTON,  W.8 


Telephone:  WEStern  I804 


(Two  minutes  from  High  St.  Station) 


Cablegrams:  DELOMOSNE,  LONDON 


H.  S.  WELLBY  I 


Riga,  c.  1600 
Silver  parcel-gilt 
12  inches  high,  27  ounces 


16c  Grafton  Street,  W.i 

Telephone:  Hyde  Park  1597 
Antique  English  and  Continental  Silver  ■  Old  Sheffield  Plate 


CHARLES  WOOLLETT&  SON 

(Members  of  The  B.A.D.A.  Ltd.) 


Rare  and  Attractive  Antique  George  III  painted  Cabinet, 
decorated  in  Arabesques,  nude  figures,  dragons,  masks, 
pendants,  etc.,  on  a  black  ground  with  black  and  carved 
gilt  stand.  3  ft.  10  in.  high,  1  ft.  7  in,  wide. 

59/61  WIGMORE  STREET,  LONDON,  W.I 

Established  1889  Phone:  Welbeck  8664 


THE  CONNOISSEUR,  November,  i960 


BY  APPOINTMENT  TO  HER  MAJESTY  THE  QUEEN  GOLDSMITHS  &  CROWN  JEWELLERS, 

GARRARD  &  CO.  LTD.,  LONDON 


Old  English  Silver 


Salver  Diameter:  i  c  inches 
Date:  George  II  1753.  Maker:  Jos.  Sanders  (probably) 


Coffee  Pot  Height:  8|  inches 
Date:  George  II  1733.  Maker:  Thos.  Farrer 


Assembled  with  rare  judgment  and  expert  discrimination  the  collection 
ol  antique  silver,  jewellery  and  clocks  maintained  by  Garrard  &  Co,  is 
ot  unusual  richness  and  variety.  The  interested  visitor,  who  will  find 
here  much  to  attract  him,  is  always  welcome. 


 WATCH  

EXHIBITION 

You  are  invited  to  visit 
a  special  display  of 
watches  which  will  be 
held  in  our  showrooms 
October  I  Ith  -22nd. 


GARRARD  &  CO.  LTD. 

Crown  Jewellers 


112   REGENT   STREET    •    LONDON    •    W.l       Telephone:   Regent   3021    (1  1  lines) 


XXV 


Thj 

House  of  Perez 

offers 


■UN  >^ 


ANTIQLII    KONIA  PRAYER  RUG  from 
Asia  Minor.  Size  5  ft.  6  in.  by  4  ft .  2  in. 
Rcl.  No.  4990  7. 


Internationally 
Famous  for  Fine  Carpets 

iin- 
House  of  Perez 

Member  of  the  B.A.D.A. 

1  1  2  and  [68  BROMPTON  ROAD 
LONDON,  S.W.  5 

Telephones  KENsington  9878,  9774  &  1  9 1  7  (1  1  2  only) 
Also  GI  \SGOW,  BRISTOL  &  AMSTERDAM 


RAISED  ANCHOR  PERIOD  CHELSEA,  c.  1750 

Ten-sided  bowl  with  moulded  rim.  painted  in  brilliant  enamels  with 
the  "Flaming  Tortoise',  cranes  and  flowering  prunus.  the  rim  decor- 
ated in  iron-red  and  gilt,  a  circular  turquoise  dragon  inside  the  bowl. 
3J  inches  high,  71  inches  diameter.  Unmarked,  pale  peach  reaction. 


Members  of  The  British  Antique  Dealers  Association 

156  BROMPTON  ROAD,  LONDON,  S.W.3 

Cables:  PORCELIQUE  LONDON     Telephones:  KENsington  5272  &  3793 


jfc  BLAISE  PRESTON  LTD. 

<F             01<l         «■»<«' r  l*niiitiii£* 

Bp*,*-      S  ^1  wtf(7 

WW 

/I  Stable  Court  yard 
WOUTER  VERSCHUUR  (1812  1874) 
Signed.  135  x  '2  inches 

152  HIGH  STREET  NORTH,  DUNSTABLE,  BEDS. 

(/VI /  or  A5  -  London  32  miles)                           Tel:  Dunstable  59S 

THE  CONNOISSEUR,  November.  [960 
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Finely  figured  small  Georgian  mahogany  shaped- 
front  cabinet  with  drawer  and  cupboard  below 
30  inches  wide,  17  inches  deep,  34  inches  high. 


The  General  Trading  Company 

Members  of  The  British  Antique  Dealers'  Association 


the  general  trading  co  (mayiairj  ltd    i -5  Grantham  Place  Park  l  ane  (Piccadilly  end)  Wi    Grosvenor  5762 


XXVII 


WILLIAM  WALTER  (Antiques)  LTD. 

(Office  on  right  hand  of  entrance  to  London  Silver  Vaults) 

LONDON  SILVER  VAULTS,  CHANCERY  HOUSE,  CHANCERY  LANE 

Telephone:  Chancery  3248  LONDON  W.C.2  Telegrams:  Walter  Silvavults  London 


ANTIQUE  SILVER 


George  II  antique  Silver  Salver 
bearing  contemporary  coat  of 
arms 

Date  1735 

By  Thomas  Farrer  of  London 

Weight  32  oz.  14  dwt. 


k0x0)  s/*yy,  s/.  uy-.  vy*  yy>jy,  t0k0i    (0x0)  e0x0)  f/  c0i  /y~  t0x0x0N0>  c0kq} 


$ratt  &  Purges^ 

LIMITED 

Members  of  The  British  Antique  Dealers  Association 


OLD  ENGLISH  FURNITURE 
CHIMNEY  PIECES 

->:- 

MELTON  COURT 
7  OLD  BROMPTON  ROAD 
LONDON,  S.W.7 

Telephone:  Kensington  8501 

(facing  South  Kensington  Station) 


^H'lliwi^-^M:..'. 


A  small  pine  Mantelpiece  with  delicately 
carved  frieze,  second   quarter  of  the 
Eighteenth  Century.  Probably  designed 
by  Robert  Adam  Senior. 


THE  C<  >NN( MSSEUR,  November,  [960 


X  X  \  III 


• 


s. 


1 A  Summer 's  Afternoon  -  Epsom' 
by 

SIR  A.  J.  MUNNINGS,  P.P.R.A. 

Canvas  size  20  ■  27  inches  (51  •  69  cm.) 
Framed  size  27  ■  34  inches  (69  <  87  cm.) 


M.  NEWMAN  LTD 

(Established  1H711  Members  ol  Tin-  liriiish  Antique  Dealers'  Association  Ltd. 

43a  Duke  Street,  St.  James's,  and  i  3  Ryder  Street,  London,  S.W'.i 

Telephone:  WHltehall  6068/0  Felegraphi,  Address:   VEWPIC,  PICCY,  l<>\!><>\ 


XXIX 


BERNARD 


THOMAS  GAINSBOROUGH.  R. A.  (1727-1788)  Pane!  16^     22\  inches 


21   RYDER  STREET,  ST.  JAMES'S,   LONDON,  S.W.I 

Telephone:  WHITEHALL  6894 


THb  CONNOISSEUR,  November,  i960 


XXX 


BERNARD 


Hillfield  House,  Hampstead 


mm  wNBM 


JOHN  CONSTABLE,  R.A.  (1776-1837) 


Canvas  I7|     284  inches 


21   RYDER  STREET,  ST.  JAMES'S,  LONDOIN,  S.W.I 


Telephone:  WHITEHALL  6894 


XXXI 


Richmond  Terrace,  Surrey  (circa  1836)  by  J.  M.  W.  TURNER,  R.A.  (  1775—18^1  )  Watercolour  1  ii  X  175  inches 

From  the  Novar  Collection  and  the  Munro  Collection 
Engraved  by  J.  T.  Willmore,  1838,  'England  and  Wales'  :   Recorded  Sir  Walter  Armstrong's  'Turner'  page  273 


Included  in  the 

AUTUMN  EXHIBITION 

of  the  w  orks  of 
J.  M.  W.  TURNER,  R.A. 

from  October  14th  to  November  cth 


LEGGATT  BROTHERS 

ESTABLISHED  1820 

30  ST.  JAMES'S  STREET,  LONDON,  S.W.i 

Telephones    Whitehall  ^  7  7  2  and  ]2cl  Cables:  I  e^gabros,  Piccy,  London 


MONTAGUE  MARCUSSEN 

LTD 

98  CRAWFORD  STREET,  LONDON,  W.l 

Paddington  3051 


LONDON  cr^TVT    T  T-T^       NEW  YORK 

18  Leather  Lane  E.C.I       1.    T  JX      JL  JV1 AJN     &     O  U  JN      LjJLL).       12  East  52nd  Street 


Holborn  4G33 


From  our  Selection  of  GEORGIAN  SILVER  by 

PAUL  STORR 


Plaza  9-6900 


Collections  or  single  items  purchased 


Pair  Toastracks 
London  1815 


Basket,  11  j  inches  diameter 
London  1801 


Silver  Gilt  Honey  Tot 
London  1803 


Pair  Chambersticks 
London  1829 


Snuffer  Tray,  length  9£  inches 
London  1824 


Si  ?fT 


PHILLIPS  &  RIXSON 

LIMITED 

31  Old  Brompton  Road 
London,  S.W.7 

Kensington  5858 
Members  of  The  British  Antique  Dealers  Association 


An  exquisite  late  1 8th  Century  Sheraton  satinwood 
half  round  coin  mode,  of  fine  golden  colour. 

Width  2  ft.  6  in.  Depth  i  ft.  4.1  in.  Height  3  ft.  1  in. 


THE  <  ONNOISSEUR,  November,  1960 
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LEONARD   KOETSER  GALLERY 

ANNUAL  AUTUMN 

EXHIBITION 

OF  FINE 

DUTCH,  FLEMISH  AND  ITALIAN 
OLD  MASTER  PAINTINGS 

November  7th-  December  7th,  i960 

Still-life  Flower  Paintings,  Landscapes,  River  Scenes, 
Seascapes,  Interiors,  Portraits 

by 

Salomon  van  Ruysdael,  David  Tenters,  Pieter  Brueghel 
Pieter  Claesz,  Gaspar  Netscher,  Francesco  Guardi 
Jean-Honore  Fragonard,  also  Berthe  Morisol 
Pierre  Auguste  Renoir,  etc.,  etc. 

Illustrated  Catalogue  js.  f>d.  post  free 


13  Duke  Street,  St.  James's,  London,  S.W.i 

Telephone:  Wl  Ilk-hall  1)549 

xxxv 


TEMPLE 
WILLIAMS 


LIMITED 


ANTIQUES 


VORKS  OF  ART 
VALUATIONS 


AN  OUTSTANDING  QUEEN  ANNE  SUITE 
IN  ORIGINAL  SILVER  GESSO 
comprising  six  Chairs  and  a  pair  of  Stools.  Circa  1700. 

This  suite  is  of  the  greatest  rarity 
and  highest  quality. 

HAUNCH  OF  VENISON  YARD 
BROOK  STREET  LONDON  W 1 

MAYFA1R  1486 

MEMBERS         THh  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 


BOND  STREET 


This  quaint  address  is  approached  by  a  narrow  turning  situated  between  Bond  Street  and  South  Molton  Street. 


A.  FREDERICKS 

(CHELSEA)  LTD 

26^-267  Eulham  Road 
London  SW3 

Flax  man  2188 


Wish  to  Purchase 
Eighteenth  Century  English  Furniture 
Jor  the  Home  and  Export  Markets 


BEAUCHAMP  GALLERIES 

Member  of  The  British  Antique  Dealers  Association 


■ 


MEISSEN  c.  1750 
Blacksmith  figure  modelled  by  J.  J.  Kaendler 

8  BEAUCHAMP  PLACE  S.W.3 

Telephone:  Kensington  5716 


THK  CONNOISSEUR,  November,  i960 
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MR.  LEONARD  KOETSER 

wishes  to  purchase 

INE  DUTCH,  FLEMISH  AND  ITALIAN  OLD  MASTER  PAINTINGS 

(ALSO  FLOWER  PAINTINGS  BY  FANTIN  LATOUR) 

for  his 

Important  Forthcoming  Autumn  Exhibition  on  November  1st 

Owners  of  Fine  Paintings 
desirous  of  selling  should  communicate  with 
Mr.  Leonard  Koetser  before  that  date 

13  Duke  Street.  St.  James's,  London  S.W.I 
Telephone:  WHItehall  9349 

This  painting  by  Antonio  Canaletto  purchased  by  us  for  £32,000  (March  1960) 

has  recently  been  sold 


Antonio  Canaletto 
"View  of  San  Giorgio  Maggiore,  Venice' 

canvas,  24  by  36  inches 

Formerly  Collection  of  Major  and  Mrs.  W.  H.  Gibson  Fleming 
Collection  of  Mr.  Peter  William  Baker,  Ranston 
near  Blandford,  1779 


CONNOISSEUR  REGISTER 


SHOWROOM  on  GROUND  FLOOR  with  additional  accommodation 
in  prominent  position  adjacent  Park  Lane  will  shortly  become  available. 
Approx.  1,500  sq.  ft.  Suitable  for  Antiques,  Fine  Art  or  related  business. 
No  Agents  Please.  Box  No.  UA  133  C  o  Whites,  Fleet  Street,  London, 
E.C.4. 

YOUNG  MAN,  age  19,  great  interest  in  antiques,  requires  situation  in 
antique  or  auctioneering  business.  London  area.  Phone  Richmond  3245 
or  write  Box  No.  7171. 

BEARNES'  SALEROOMS,  Warren  Road,  Torquay  (telephone  22309) 
attract  principal  Buyers  from  London,  etc.  We  are  pleased  to  advise 
West  country  owners  re  sale  of  Antiques,  Pictures,  Silver,  etc.  (Estate 
Agency  Depts:  Torquay  22126,  Paignton  58296.) 

PRINTING  and  Designing  by  Master  Craftsmen  at  no  extra  cost  for 
those  who  appreciate  good  work.  For  anything  from  business  cards  to 
catalogues  consult  THE  BLADO  PRESS,  171  Strand,  London,  W.C.2. 
Temple  Bar  2545. 

OXONIAN,  travelled  Middle  and  Far  East,  SEEKS  OPENING 
Antique  Trade,  especially  Orientalia,  Furniture,  Carpets.  Capital,  car. 
Box  No.  7176. 

Do  JUSTICE  to  your  FINEST  ANTIQUES  with  photographs  from 
Wallace  Heaton  Ltd.,  127  New  Bond  Street,  London,  W.l. 

Haddonfield,  New  Jersey:  SANSKI  GALLERY,  50  Tanner  Village. 
Fine  early  American  and  European  paintings,  drawings  and  sculpture 
bought,  sold,  restored. 

Pre  1860  DENTISTRY.  Wanted— Prints,  Books,  Ornaments,  Tokens, 
Advertisements,  Trade-Signs,  Documents,  Instruments,  etc.,  by  private 
collector.  Dr.  Menzies  Campbell,  70  Great  George  Street,  Glasgow,  W. 2. 
All  replies  treated  in  confidence. 

CONNOISSEURS.  October  1923  to  August  1927.  Write— Dr.  Lewis, 
29  Wimborne  Drive,  PINNER,  Middlesex. 

Three  or  four  folds  only  wanted  of  ANTIQUE  COROMANDEL 

SCREEN — about  7  ft.  6  in.  high,  preferably  of  Tete-de-Negre  Ground. 
Box  No.  7173. 

WANTED:  Russian  Enamel  Pieces.  Write  A.  E.  Turcone,  298  Broadway. 
Providence,  R.I.,  U.S.A. 

CHESS  SETS  WANTED:  Private  collector  desires  to  purchase  sets  of 
unusual  interest.  Robert  Bloch,  68  Heather  Avenue,  San  Francisco  18, 
California. 

WANTED:  Antique  Watches.  All  types.  Need  not  be  in  running  condi- 
tion. Write  Box  No.  7169. 

Old  Established  LONDON  firm  of  PICTURE  RESTORERS  require 
experienced  assistant.  Box  No.  7172. 

BANKRUPT  SALE.  Gin.  Good  29/9d.  Best  31/9d.  Best  Scotch  33/9d. 
Best  Amontillado  12/0d.  Finest  S.A.  Sherry  8/3d.  Beaujolais  1955  6/9d. 
12  bottles  (mixed)  carriage  paid  anywhere.  Full  list  free.  Box  No.  7174. 

DUNNINGS  ANTIQUES,  M.B.A.D.A.,  Specialists  in  purchasing  and 
selling  Ships'  Figureheads;  Hour  glasses;  Sundials;  Globes;  Pistols; 
Lanterns;  dated  Metalwork;  unusual  Carvings.  Hohwell  Hill,  St.  Albans 
51065. 

WANTED:  Suits  armour,  guns,  swords,  cannon,  weapons  of  any  type 
oak-panelling.  J.  MULRANEY,  293  Sunrise  Highway,  Lynbrook,  New 
York. 

WANTED:  26th  Napoleonic  Gold  Siege  Coin  Malta.  Struck— Count 
Vaubois.  1799.  Numismatic  Bank  of  Malta,  Boston  21,  U.S.A. 

FOR  SALE.  PORTRAIT  by  Sir  William  Beechey.  Private  Property 
Write  Box  No.  7175. 

ANTIQUE  DEALERS  KNIGHTSBRIDGE  require  permanent  confi- 
dential Secretary  willing  to  assist  on  the  sales  side  of  the  business.  No 
previous  antique  experience  necessary.  Please  state  age,  qualifications 
and  salary  required.  Box  No.  7177. 

Register  advertisements  are  $2.00  for  15  words  {minimum),  and  thereafter  10  cents 
per  word,  which  must  be  prepaid  and  mailed  to  THE  CONNOISSEUR,  21 
EAST  57///  STREET  NEW  YORE  22.  NT  Add, esses  or  Box  Numbers 
must  be  inserted,  and  replies  to  the  latter  should  be  clearly  marked  with  the 
Box  Number.  The  Proprietors  of  The  Connoisseut  accept  no  responsibility  for  any 
sales  effet  ted. 


p.  ii .  <*n  i j m.ii  \ n 

MBA. DA.  Ltd. 
Antiques  and  Works  of  Art 

LARGEST  STOCK  IN  THE  SOUTH  OF  ENGLAND 

Speciality:  Old  English  Cottage  Furnishing 


8  CHERTSEY  STREET 
GUILDFORD 

Telephone :  5750 


'LYNDHURST'  LONDON  ROAD 
GUILDFORD 

Telephone:  61952 


NIETTA  CASSINARI 

ANTIQUES 
27  VIA  VISCONTI  DI  MODRONE,  MILAN  (ITALY) 

Telephone  702-731 


C.  &  D.  O'DONOGHUE 

Member  of  The  British  Antique  Dealers*  Association  Ltd. 

FINE   STOCK   OF   ENGLISH  CHINA 
12   Victoria   Parade.   TORQUAY.  Devon 

Telephone:  3567 


//c/j/eu 

4J>    ^/oi>ef~  •Sfitee/-.    J^o*tt/o>i    //  / 


Hyde  Park  4711 


HIGHEST     PRICES     PAID  FOR 

COINS   AND  MEDALS 

especially  for  collections.      1960  Catalogue  of  English 
Coins,  9/3.    Specimen  Bulletin  6d. 

B.  A.  SEABY  LTD. ,65  Great  Portland  Street,  London, W.l 


DORSET  GALLERIES 
J.    A.  FREDERICKS 

(Member  of  The  British  Antique  Dealers  Association) 

WISHES  TO  PURCHASE 
OLD  ENGLISH  FURNITURE 


49  DORSET  STREET,  BAKER  STREET,  LONDON,  W.l 


Welbeck  8934 


Jacques  Rouault  Galleries 


(INCORPORATING    de    FRESNES    OF  AYRSHIRE) 

CESSNOCK  CASTLE 

G  A  L  S  T  O  N 


ANTIQUES  and  OBJETS  D  ART 
INTERIOR  DECORATION 
FINE  FABRICS 
SEVENTEENTH  CENTURY 
OAK  FURNITURE 


AYRSHIRE 


Galston  314 


EXPOR  TERS 

Trade  enquiries  invited 


ITil  (  <  >NN<  HSSEUR,  Novembei .  I960 


WW  III 


Early  XVI II  Century  German  silver  gilt  Ewer  and  Dish  of  tine 
quality  and  in  excellent  condition  by  Gottlieb  Mentzel,  Augsburg. 
C.  1725.  Length  of  dish  15  inches. 

An  Example  from  our  Collection  of  Early  Continental  Silver 


Valuations  for  Probate, 
Insurance  and  Division. 


BRACHER  &  SYDENHAM 


4 


An  attractive  Charles  II 
Porringer    and  Cover, 
1660.  Maker:  F.W. 

Height  5  inches. 

Weight  1  7  oz.  8  dwt. 


Established  1790 

Telephone:  53724 


QUEEN    VICTORIA    STREET,    READING,  BERKS 


Flemish  Painters 

R.  H.  WILENSKI 

"For  once  in  a  way  one  can  wholeheartedly  agree  with 
the  publishers'  words  on  the  inside  of  the  dust  cover, 
when  they  confidently  offer  the  two  books  as  'a  majestic 
contribution  to  art  history'.  They  are  the  result  of  the 
labours  of  twelve  years — and  what  a  monument  to  be 

proud  of!"  FRANK  DAVIS,  ILLUSTRATED  LONDON  NEWS. 

With  924  plates,  16  in  colour.  2  volumes  1  2  gns. 

The  Predella 

from  the  1  ]th  to  the  I  6th  century 

R.  SALVIN1  8l  L.  TRA  VERSO 

This  magnificent  volume  reproduces  in  full  fiftv  ex- 
amples ot  the  predella,  belonging  to  collections  and 
museums  throughout  the  world.  Each  predella  is  shown 
complete  in  black  and  white  with  two  details  in  colour. 
With  an  explanatory  text  and  notes  on  each  painter. 
With  3  1  2  plates,  1  00  in  colour.  1 2  gns. 

Faber  &^  Faber  Limited 


European  Art 

A  TRAVELLER'S  GUIDE 

WOLFGANG  STADLER  This  unusual  book  will  be  in- 
dispensable to  the  intelligent  tourist  in  Europe.  It  will  enable 
him  or  her  to  select  at  a  glance  the  most  important  works  of 
art,  historical  buildings  and  ancient  monuments  in  more  than 
800  places  of  aesthetic  interest,  in  Austria,  Belgium,  France, 
Great  Britain,  Germany,  Greece,  Holland,  Italy,  Portugal, 
Russia,  Spain  and  Switzerland.  At  the  same  time  it  is  a 
critical  history  of  European  art  from  the  earliest  times  until 
the  present  day.  A  biographical  section  covers  some  300 
famous  artists.  470  illustrations  (106  in  full  colour)  and  8  maps. 
9i"  X  6F  42s 

NELSON 
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HENDRICK  VAN  STEENWICK  1580-1649  :  ANTWERP  CATHEDRAL 
Panel  145      19!  inches 


Fine  Paintings 


THE  PULITZER  GALLERY 

5  KENSINGTON  HIGH  STREET,  LONDON,  W.8,  ENGLAND 

rELEPHONF:  WESTERN   ?f>47  CAHIES:  PULITZAKT,   I  ON DON 


VLAMINCK 


Outskirts  of  a  Village 


2i£  X  26  inches 


WILDENSTEIN 

ITALIAN  PRIMITIVES— FRENCH  XVIII  CENTURY 
FRENCH  IMPRESSIONISTS 

LONDON 
147  NEW  BOND  STREET,  W.i 

Telephone:  May  fair  0602 


NEW  YORK 

1  9  East  64-th  Street 


PARIS 

C7  rue  Ja  Boitie 


BUENOS  AIRES 

Florida  9  1  4 


By  Appointment 
to  H.M.  Queen  Elizabeth 
The  Owen  Matin  i 


r  * 


By  Appointment 
to  H.M.  Owen  Elizabeth' I 
Jewelleri 


LTD. 


By  Appointment 
to  the  late  Queen  Alary 


138  REGENT  STREET,  LONDON,  W.i 

AND  AT  LLANDUDNO 


Bowenite    carving   of  a  Rabbit  by 
Carl  Faberge,  with  cabochon  ruby 
eyes  set  in  gold.  Height  1]  inches. 


Circular  gold  Antique  rouge  box,  enamelled  opalescent  pale  peach 
on  a  guilloche  ground  with  sepia  simulated  tree  agate  motifs 
and  borders  enamelled  translucent  orange  with  opaque  white 
enamelled  beads.  By  Jean  Decle  or  Decq.  Paris  1778.  Diameter 
If  inches.  Height  fj|  inches. 


Mid  18th  Century  Diamond  Aigrette  set  in  silver 
and  gold,  the  Feather  motif  is  detachable. 


MARTIN  &  CO.  Ltd. 
OF  CHELTENHAM 

GOLDSMITHS  AND  SILVERSMITHS 
since  1806 

Telephone  CHELTENHAM  2821 


Pair  George  III  Silver  Candlesticks 
Made  in  Birmingham  in  1787 
by  Matthew  Boulton 

George  III  Silver  Tea  Caddy  on  stand 
Made  in  London  in  1786 
by  Andrew  Togelberg  and  Stephen  Gilbert 


Promenade 
CHELTENHAM 


H.  W.  KEIL 

—  LTD 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 

TUDOR  HOUSE 
BROADWAY,  WORCS. 

Telephone:  Broadway  2108 

Dealers  in  Fine  Old  English 
17th  and  18th  century  Furniture 

Fine  early  18th  century  walnut  bureau  Bookcase  of 
excellent  colour  and  quality.  Length  3  ft.,  depth  2  ft., 
height  6  ft.  7  in. 

Two  of  an  interesting  Set  of  nine  late  17th  century 
single  Chairs. 

ALSO 

CHELTENHAM  c\  MIDHURST 


Telephone  2509 
Our  extensive  stock  would  make  a  visit  interesting 


W.  SUSSEX 
Telephone  133 
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T>arfi 


OF  MOU 


ariinq 

lOUNT   STREET   LTD  I 

LONDON 


Antique  furniture 
Chinese  unci  European 
Works  of  Art 


ii2  Mount  Street 
LONDON  W.i 

Telephone:  Grosvenor  2858 
Cafc/es.  B/1RGR0,  I  on  Jon 


Chinese  terracotta  figure  of  Court  Attendant  with  traces  of  white  pigment  decoration. 
21\  inches  high.  HAN  Dynasty. 


XI  V 


BERENDT  ANTIQUES 


LIMITED 

Member  of  The  British  Antique  Dealers  Association 

67  DUKE  STREET 
GROSVENOR  SQUARE,  LONDON  W.i 


Telephone  : 
Mayfair  0929 


Telegrams : 
Firoart,  Phone,  London 


A  PAIR  OF  LOUIS  XV  ARMCHAIRS 
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RONALD  A.  LEE 


A  fine  16th  century  carved  boxwood  panel 
'Ecce  Homo'  by  Hans  Scha'uffelin,  contem- 
porary and  close  friend  of  Diirer.  The 
panel  is  dated  1526  and  has  a  finely 
patinated  surface  -  size  14%  X  11  inches. 


A  small  bronze  bust  depicting  Aesop  the  Ethiopian,  renowned  through  the  ayes 
for  his  Fables.  The  bronze,  which  is  Italian  16th  century,  is  of  high  quality  but 
so  far  unascribed  -  height  $  inches. 


The  Old  Court  House, The  Green,  Hampton  Court 


( .ahle grams  '  H'renhouse,  Hampton  Court 


(Member  of  The  British  Antique  Dealers'  Association  Ltd.) 

70  SOUTH   AUDLEY  STREET 
LONDON,  W.I 

Telephone:  HYDe  Park  5288 

(and  at  36  HIGH  STREET,  OXFORD)        Telephone:  Oxford  4197 


FINE  TAPESTRIES,  SAVONNERIE  and  AUBUSSON 
CARPETS.  NEEDLEWORK  and  BROCADES, 
ENGLISH  and  FRENCH  FURNITURE 


An  important  Charles  II  Mirror  with  panels  of  stump  needlework,  showing 
the  Kim;  and  Catherine  ofBraganza.  The  frame  in  tortoiseshell  moulding, 
and  with  original  glass  mirror.  4  feet  high  and  J  feet  wide. 

Exhibited  at  the  South  Kensington  Museum  1873. 


DUITS 


LTD. 


Finest  examples 
of 

iyth  century  Dutch  Masters 


6  DUKE  STREET 

ST.    JAMES'S,    LONDON,  S.W.i 

Telephone  :    Whitehall  7440 


RALPH  COX 

Y„.>//,  W// 

Telephone  22463 


George  /  STAND  6 

Writing  or  CHELSEA 

corner  Chair  Autumn 

in  mahogany.  FAIR 


Antique  Silver 
Sheffield  Plate 
Antique  Jewellery 


HARRY 
CHERNACK 

of  Edinburgh 


85  ROSE  STREET  •  PHONE  CAL  3038 

Member  of  The  British  Antique  Dealers'  Association 
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ARTHUR  ACKERMANN  &  SON  Ltd 


ESTABLISHED  1783 


THE  FERNELE  Y  FA  Mil.  )  {John,  Sarah  and  Mary)  1830 

by 

JOHN  FERNELEY  Senr. 
Canvas  size  44     56  inches 


EXHIBITION  OF  FINE  OLD  SPORTING  PAINTINGS 

GEORGE  STUBBS,  A.R.A.,  J.  WOOTTON,  J.  FERNELEY 
J.  F.  HERRING  Senr.,  H.  ALKEN  Senr.,  etc. 

OCTOBER  5th  —  OCTOBER  29th 

Illustrated  Catalogues  2  6d  in  aid  of  The  Guide  Dogs  for  the  Blind  Association 

3  Old  Bond  Street,  London,  W.l  Telephone:  HYDe  Park  3288 


Hal  O'Nians 

17th  and  18th  Century  Paintings 

3  BUTE  STREET 
SOUTH  KENSINGTON,  LONDON  S.W.7 


Tel:  KEN  5729 


Venus  and  Cupid 
G.  A.  PELLEGRINI    Venice  1 675- 1 74 1 

Canvas  size  34^      27^  inches  (88      70  cms.) 


Important 
Serpentine  Chest 
of  good  colour 
with 

fitted  top  drawer 

Length  3'  6"  Height  2'  9" 


Valuations  tor  Insurance  and  Probate 

MAPLE  &  CO.  LTD. 

TOTTENHAM  COURT  ROAD,  LONDON  W.l.    TEL:  EUS.  7000 
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O'HANA  GALLERY 


13  CARLOS  PLACE,  GROSVENOR  SQUARE,  W.l 

Grosvenor  1 562 

RETROSPECTIVE 
EXHIBITION 
1 906- 1 960 

CARLO  CARRA 

Futuristic,  metaphysical 
and  later  paintings 

My  s"  20  October  -  13  November 

Carlo  CARRA 


RECENT  PAINTINGS  BY 

JANE  LANE 

1 2th -29th  October 


PAINTINGS  AND  SCULPTURE  FROM  THE  19th  &  20th  CENTURIES 

1 1 


Members  of  The  British 
Antique  Dealers'  Association  Ltd. 


BIGGS 

of  MAIDENHEAD 


ESTABLISHED  1866 

Open  all  day  on  Saturdays 


Fine  mid-i  7th  Century 
oil  painting  on  canvas, 
signed  Beerstraaten. 

Dimensions 
4  ft.  6  in.  ■  2  ft.  1 1  in. 

Jan  Abrahame  Beerstraaten, 
born  1622,  died  in  Am- 
sterdam in  July  1666.  He 
painted  Winter  landscapes  in 
the  Amsterdam  district  also 
maritime  scenes.  His  paint- 
ings are  represented  in  many 
Continental  museums  and 
a  View  of  Genoa  with  Ship- 
ping is  in  the  Louvre. 


26,  28,  30,  32 
HIGH  STREET 
MAIDENHEAD 

BERKSHIRE 

TEL. 

(3  LINES)  223,  963-964 


ILLUMINATED  MANUSCRIPTS 
on  COLOUR  MICROFILM 

Miniature  facsimiles  have  been  made  of: 

BOCCACCIO  the  Decameron 
Dante,  Divina  Commedia 
Virgil,  Eclogues  and  Georgics 
Pliny,  Natural  History 

For  details  of  these  and  other  MSS  from  Holkham  Hall, 
the  Bodleian  Library  or  the  Fitzwilliam  Museum  write  to: 

MICRO  METHODS  LIMITED 

East  Ardsley,  Wakefield,  Yorkshire 
17  Denbigh  Street,  London  S.W.I 


^llllHllllliilillillliliiiiiii!iillllllll!llllllllillllllllllMlllllllilllllllllll!iiiiiiiiiillillllllilllllllllllillllll^ 

I             GALERIE    MOTTE  | 

=                          5  passage  des  Lions,  Geneve  E 

E                                       Importante  S 

1       VENTE  AUX  ENCHERES  PUBLIQUES  de  § 

I                  TABLEAUX  MODERNES  | 

=     Le  samedi  15  octobre  I960,  des  10  h.  avec  reprise  a  14  h.  = 

EXPOSITION:  GALERIE  MOTTE,  5  passage  des  Lions 

Tel.  25-21-51.  les  1 1,  12,  13,  14  octobre  de  9  h.  a  21  h.  | 

La  vente  aura  lieu  en  presence  de:  = 

=   M.  Jacques  DUBOURG,  expert  pres  la  Cour  d'appel  et  le  Tribunal  = 

E   civil  de  la  Seine,  126  bd.  Hausmann,  Paris.            Tel.  Lab  0  246.  = 

Catalogue  illustre  envoye  sur  demande.  — 

OEUVRES  EXCEPTION  NFLLES  DE:  = 

^               BOUDIN  -  CHAGALL  -  COURBET  -  DERAIN  -  DUFY  -  FRIESZ  -  KLEE  = 

=              MANESSIER  -  MARQUET  -MATISSE  -PICASSO-  RENOIR  -SOUTINE  = 

=                     DE  STAEL  -  UTRILLO  -  VALTAT  -  VLAMINCK  -  VUILLARD  = 

^TlMI  JIIMMIMIMIMIieillliriMltaielliriMllltllMIMMMiriMIIIIIIIMIIIIIMIIIIIIMIirilllliriflllMIIIMflll  1^ 
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R.  F.  LOCK 


Member  of  The  British  Antique  Dealers'  Association  Ltd. 

TWENTY  SPECIALISTS 

breakfront  152  BROMPTON  ROAD,  LONDON,  S.W.3  in 

BOOKCASES  IN  STOCK  Telephone:  Kensington  3221  FINE  BOOKCASES 


Iff.  BLOOM  &  SON  LTD 


15  NORTON  FOLGATE  BISHOPSGATE 
LONDON  E.l         PHONE:  BIS.  1587 


Established  in  the  City  for  nearly  fifty  years 


GEORGE  II  CAKE  BASKET 

BY  PETER  ARCHAMBO  1740 

weight  52  ounces,  12\  inches  wide 


Antiques,  Furniture 

and  Works  of  Art 

PACKED  & 

SHIPPED 
to  all  parts  of  the  World 

OVERSEAS  HOUSEHOLD  REMOVALS 

GANDER  &  WHITE  LTD 

Head  Office: 

25  CHEVAL  PLACE,  BROMPTON  ROAD,  LONDON  S.W.7 


G.  N.  DAWNAY 

(Fine  Arts) 

Specialist  in  the 
Finest  and  Rarest  in 
English  and  Welsh  Ceramics 

108  Penylan  Road,  CARDIFF  Private  residence 

Telephone:  Cardiff  4.6888  By  appointment 


RESTORATION  AND 

CONSERVATION  OF 

THE  ANTIQUE 

Restorers  to  the  Leading  Museums 

BRONZES  •  CERAMICS  ■  ENAMELS 
IVORIES   •   JADES  ■  MARBLES 
1  ORTOISESHELL   •  MOTHER-OF-PEARL 

SNUFFS   •  ORMOLU   •  BUHL 

1  IB]FTS  D'ART      FURNITURE  ■  ETC. 

G.  GARBE 

FOUNDED  1770 

23  CHARLOTTE  STREET 
LONDON,  W.i 

Telephone:  MUSEUM  1268 
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APPLEBY  BROTHERS 

10  RYDER  STREET     ST.  JAMES'S     LONDON  S.W.I 

Telephones:  WHItehall  2209.  TEMple  Bar  2509 


t.  i 


Gertrude,  Duchess  of  Bedford,  delivering  her  daughter  Caroline,  llias  martin 

afterwards  Duchess  of  Marlborough,  to  Minerva  for  education.  i  739- 1818 


EXHIBITION 

18th  October— 4th  November 

18th  and  19th  Century 
ENGLISH  WATERCOLOURS 


Rue  du  Pelican,  Paris        thomas  siiotter  boys 


Who  are  todays  patrons: 


? 


TODAY,  many  of  the  chief  patrons  of  the  Arts  arc  leading 
men  in  industry  and  commerce.  They  are  important 
collectors  of  fine  things  either  for  themselves  or  for  their  offices 
and  they  are  in  the  happy  position  of  being  able  to  buy  what 
they  admire.  They  appreciate  too  that  a  fine  work  of  art  is  an 
investment  that  will  keep  its  value. 

Make  certain,  therefore,  that  your  announcements  appear 
regularly  in  the  pages  of  the  financial  times.  You  can  be 
certain  that  a  large  and  influential  audience  will  see  them. 

the  financial  times  caters  for  all  who  are  interested  in  the  world  of 
art.  Denys  Sutton,  the  well-known  authority,  is  a  regular  contributor  to 
its  pages. 


Connoisseurs  who  mean  business  for  you  —  read 

THE  FINANCIAL  TIMES 

every  day 

SIDNEY    HENSCHKE.    ADVERTISEMENT   DIRECTOR,    BRACKEN   HOUSE,    10   CANNON   STREET,  LONDON.  EC4 
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LENGTH  OF  SHELF    .  .  6'  3" 
TOTAL  HEIGHT     ....  4'  I  If 
OPENING  WIDTH    ...  4'  0" 
OPENING  HEIGHT.  ...  3'  9f 


important  Adam  period  Chimneypiece  of  fine 
quality  in  Statuary  and  Dove  Grey  Marbles 

T.  CROWTHER  &  SON 

(T.  CROWTHER  &  SON  LTD.) 

282  NORTH  END  ROAD  •  FULHAM  •  LONDON  •  S.W.6 
Telephone:  FULham  1375-7       Cable  Address:  ANTIQUITY,  LONDON 
Please  Note:  We  close  on  Saturdays  at  I  p.m. 


A  small  size  English  breakfront-bookcase  of  the  Regency 
period.  Nicely  grained  rosewood  in  a  soft  mellow  color. 
IJrass  grilled  doors,  pale  green  interior. 

7  ft.  6  in.  high,  7(1  inches  wide,  only  15£  inches  deep  (at  ends' 


Write  for  information  and  particulars  on 


authentic  hand-made 
Silver  Julep  Cups 

fry  early  Kentucky  makers  ami  others 


models  available  of  the 
Porcelain  Doughty  Birds 

—  Free  color  Brochure — 


Wakefield-Scearce  Galleries 


DIRECT  IMPORTERS 


Old  Science  Hill  Chapel,  Shelbyville,  Kentucky 

on  the  main  nun1  (  I  .S.  60)  between  Louisville  and  Lexington 


MASTERPIECES  OF  ORIENTAL  ART 
Stone  -  Bronze  -  Ceramics 


MON- 
DHAVARAVATI 

8th  to  10th 
Century 


Stucco  Head 
17"  HIGH 


Write 

for 

Free  Catalog 


WILLIAM  H.  WOLFF,  INC. 

Far  Eastern  Gallery 
843A  MADISON  AVENUE,  NEW  YORK  21,  N.  Y. 
YUkon  8-7411  Cable  Address:  Renwolff 


New  Reprint  of 
the  3rd  (1762)  Edition 

THOMAS  CHIPPENDALE'S 
DIRECTOR 

The  Gentleman  and  Cabinet-Maker' s  Director 

Introduction  by  Ralph  Edwards 
2  1  2   plates  Cloth  bound 

Edition  limited  to  i  ,000  copies 

C.l  4s.    ($  1  3 .00  111  U.S.  including  packing,  postage  and  insurance 
from  lh:Relgra\c  library,  11  Armoury  Way,  London,  S.  W.  1 8) 

Published  by  The  CONNOISSEUR 


Regardless  of  size  or  complexity 
you  can  rely  on  P  &  S  to  pack  and 
forward  to  all  parts  of  the  world. 
Promptly  and  Safely. 

Pitt  &  Scott 

Limited 

1/3  St.  Paul's  Churchyard,  London 
E.C.4 

Telephone:  City  6474 

Household  removals  to  all  parts  of 
the  world.  Storage  facilities  at 
London,    Liverpool,    Glasgow  and 
Paris. 
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Oil  on  canvas  THE  RUSTIC  BRIDGE  254  x  304  inches 

by 

JOHN  CONSTABLE,  R.A. 

(1776-1837) 

Exhibited  Glasgow  Loan  Exhibition  1878,  No.  248 

Recorded  in  Graves'  century  of  loan  exhibitions  Vol.  IV,  page  1841 


N.  M.  ACQUAVELLA  GALLERIES 

119  East  57th  Street,  New  York  City,  N.  Y. 

I  IX 


From  the  Anne  Morgan  Collection 
i 8th  century 
height  3|  inches 


TAMARA  BROWN  •  802  MONTGOMERY  ST  •  JACKSON  SQUARE  •  SAN  FRANCISCO.  CALIFORNIA  •  YU  1-2330 
ANTIQUES  •  PAINTINGS  •  FURNITURE  •  MARBLES  •  RUGS  •  TAPESTRIES  •  WORKS  OF  ART  •  BOUTIQUE  OF  DESIGN 


THE  (  ONNOISSLI  'K.  November,  1960 


PORTRAIT 
D'UNE  FEMME 

Canvas  32  X  21 

Collection: 
Vollard 


LOUIS  VALTAT  1869-1952 


HIRSCHL  &  ADLER 

Xallenes 


IMC.    21  East  07th  Street,  New  York  21 


Smith  &  Watson 

20  EAST  55th  ST.,  NEW  YORK  22  •  PLAZA  3-1462 
MAKERS  OF  FINE  FURNITURE 


REGENCY  BED  OF  ANTIQUED  MELLOW  ROSEWOOD 
Made  to  order  in  various  sizes.  One  of 
many  models  on  view  in  our  showroom 

BROCHURE  ON  REQUEST 


parke-bernet 
Galleries  -w 

NEW  YORK 

AMERICA'S  LEADING 
AUCTION   FIRM  FOR 


SSr, 


rt  amr/ 


Important  collections  sold  in  recent  years  at 
Parke-Bernet  included 

Mrs  John  E.  Rovensky 
Georges  Lurcy 
Arnold  Kirkeby  (Paintings) 

Thelma  Chrysler  Foy 
GOURGAUD  ET  AL.  (Paintings) 
Lillian  S.  Timken  (Jewelry) 
\\  \i  tkr  P.  Chrysler,  Jr.  (English  Furniture) 

Museum  of  Modern  Art  Benefit 
totalling  an  aggregate  of  nearly  $12,000,000. 

If  You  Are  a  Potential  Bidder:  our  monthly 
Bulletin  listing  current  and  future  sales,  infor- 
mation regarding  catalogues,  bidding,  etc.  will 
be  sent  to  you  Air  Mail  without  charge. 

If  You  Contemplate  Selling:  details  on 
Parke-Bernet  procedures,  rates  and  other 
pertinent  information  are  available  through 
correspondence.  Address 

Leslie  A.  Hyam,  President 
Louis  J.  Marion.  Executive  Vice-President 
\  \m)i:grift.  Anthony  N.  Bade 
I  ice-  Presidents 
Barthoi.et.  Secretary  &  Treasurer 

PARKE-BERNET  GALLERIES,  Inc 
980  Madison  Ave.,  New  York  21 


i  \i 


NEWHOUSE 
GALLERIES 


ESTABLISHED  1878 


FINE  PAINTINGS 


Henry  Home  Drummond 


SIR  HENRY  RAEBURN 

(17*6-1823) 
co   ■    }9  inches 


i  r  HAST  r7th  STREET,  NEW  YORK, 
N.Y. 


made  in  England 
Circa  1780 

Consisting  of 
Mahogany  center 
table  with 
original  pedestals 
and  urns. 

Formerly  in  the 
collection  of 
Henry  Rogers 
Winthrop, 
and  later 
in  that  of 
Walter  P. 
Chrysler,  Jr. 

Table- 
72"  wide, 
36"  high 
241/2"  deep 


Pedestals — 
19   x  19"  x  38 


Urns  and  Pedestals 
77"  high 


403-09  ROYAL  ST..  NEW  ORLEANS,  LA. 
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WEINM  ULLER 

Miinchener  Kunstversteigerungshaus 
Rudolf  Neumeister 

MUNICH 

Brienner  Strasse  14  (Almeida-Palais) 

Telephone:  295276  &  297889 

NEXT  AUCTION 
7  and  8  DECEMBER  I960 

Private  Collection 

of 

Consul  OTTO  BERNHEIMER  of  Munich 


ANTIQUE  CARPETS  •  TAPESTRIES  OF  THE  15th- 18th  CENTURIES 
NEEDLEWORK  AND  BROCADES  OF  THE  13th  -  18th  CENTURIES 
GOTHIC  SCULPTURE  •  MEDIEVAL  AND  BAROQUE  WORKS  OF  ART, 
ESPECIALLY  IVORIES  AND  LIMOGES  .  ORIENTAL  .  LURISTAN 
ANTIQUE  FURNITURE   *  PAINTINGS 

Also 

9  and  10  December  I960 
AUCTION  OF 

VARIOUS  OTHER  PROPERTY 

ANTIQUE  WORKS  OF  ART  .  CARPETS  .  FURNITURE  .  SCULPTURE  .  PAINTINGS 

Private  View  25th  November  I960 


Both  Catalogues  published  mid  November  DM.  12  -  &  DM.  8.- 


DUVEEN 

Masterpieces  of 

PAINTING       SCULPTURE  PORCELAIN 
FURNITURE  TAPESTRIES 

GOTHIC       •        RENAISSANCE       •       EIGHTEENTH  CENTURY 

DUVEEN  BROTHERS  Inc. 

18  EAST  79  STREET 
NEW  YORK  21,  N.Y. 


Presenting 

AN  OUTSTANDING  ART 
AUCTION  SALE 

of 

IMPORTANT  OLD  MASTER 
PAINTINGS  AND  DRAWINGS 

of 

The  i6th,  17th,  18th  and 
19th  centuries 

including  examples  by 
Rubens,  Corot,  John  Constable,  Pannini, 
Bonington,  Daumier,  Durer,  Giovanni  Castiglione, 
Richard  Wilson,  A.  Sisley,  De  Larue,  C.  Van  Loo, 
Delacroix,  Monti  £elli,  Rosa  Bonheur,  A.  Brouwer, 
C.  E.  Jacque,  George  Morland,  L'Hermitte, 
Lagrenee,  Hendrik  Goltzius,  N.  Diaz 
and  many  others. 

This  sale  will  be  held  at  our  galleries  on 

NOVEMBER  4th  and  5th  1960 

WITH  A  PREVIEW  THE  PRECEDING  5  DAYS 
Illustrated  catalogues,  SI. 00  each,  mailed  on  request 

JACOBY'S  HOUSE  OF  ANTIQUES 
CO.  LTD. 

480  St.  Francois  Xavier  Street, 
MONTREAL,  P.Q.,  Canada 


LAING 


Old  Masters 
Krieghoff  and  the  Early  Canadians 
Contemporary  Canadian 

British  and  French  Paintings 
Modern  Sculpture 

© 

Galleries:  194  Bloor  St.  W.,  Toronto 
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JACOB  JORDAENS 
JUPITER  AND  MERCURY  AS  GUESTS  OF  PHILEMON  AND  BAUCIS 

Canvas  44  x  56  inches 
Authenticated:  l.  burchard 
Formerly  111  the  Collection  of  Gottfried  Winkler,  Leipzig 


CENTRAL  PICTURE  GALLERIES 

624  MADISON  AVENUE,  NEW  YORK  22  ELDORADO  5-6564 


KNOEDLER 


Established  1846 


Old  and  Contemporary  Masters 


LONDON 

34  St.  James's  Street 
S.W.i 


NEW  YORK 

14  East  £7th  Street 
N.Y.22 


PARIS 

22  Rue  des  Capucines 


<     v_  ^  Y^ 

LOBSTER  AND  CRAB  by  KOKOSCHKA  1946 

GALERIE  ABDY 

PAINTINGS  and  DRAWINGS 
ANCIENT  and  MODERN 

8  RUE  DE  DLIRAS 

PARIS 

Phone:  ANJ.  25.99 


STOCKHOLM 


Outstanding 

1  AUCTION 

in  Stockholm 


The  Bengt  Johansson  collection  of 


•  Paintings,  including 
portraits  of  James  Watt 
and  M.  Boulton  by  C.  F. 
von  Breda 

•  18th-century  Euro- 
pean and  Far  Eastern 
ceramics 

•  Signed  18th-century 
Swedish  furniture 

•  18th-century  French 
clocks  and  bronzes 

•  Antique  chandeliers 

•  Aubusson  carpets 

•  English  and  Irish 
18th-century  cut  glass 

will  be  sold  at  auction  1  7th 
October  and  the  following 
days  at  Ostermans  Marm- 
orhallar,  Stockholm 
On  view  7th  October  to 
16th  October 

Richly  illustrated  Cata- 
logue to  be  had  on  appli- 
cation through  Trust 
Department  of  Svenska 
Handelsbanken,  Fredsga- 
tan  2,  Stockholm 


Price  JO  shillings 
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Mel* 


STADTWALDGURTEL  32 


COLOGNE 


(Illustrated  catalogue  free  on  request) 


EXHIBITION     ANDRE  PLANSON 


SELECTED  FURNITURE  •  TAPESTRIES  •  IVORIES 
HARD  STONES         •         EXCAVATION  PIECES 


BUREAU  DOS  D'ANE 
OF  THE  LOUIS  XV  PERIOD 


GALERIE  OPERA  JACQUES  ARTAIN 
30  AVENUE    DE    L'OPERA    PARIS   OPE.  22-50 


Pieta 

polychrome  carved  figure,  15th  century,  German 

( Antiquidades)  Lda. 

Rua  do  Alecrim  117/121    LISBOA  2  Telephone  28343 


1  XVII 


PATOU 


i  oz.  £5.0.0    i  oz.  £8.8.0     I  oz.  £  1 3.0.0     2  oz.  £22.0.0    4  oz.  £38.0.0 


>  >    v  •  , 


Established  i8ij 
Head  office; 

gi-93  CHARTERHOUSE  STREET,  LONDON,  E.C.i 

a/^o  a?  ;  LIVERPOOL  -  MANCHESTER 
SOUTHAMPTON  -  BELFAST  -  PARIS 
NEWCASTLE  -  GLASGOW  -  TORONTO 
NEW  YORK     -     MONTREAL     -  ETC. 

Packers  -  Shippers  -  Insurers 
Custoinbrokers        -        Travel  Agents 


MATHIEU 

GUIETTE    DEGOTTEX  COMPARD 


In  the  front  line  of  contemporary  art 
ARTISTS  OF  FAME  AND  PROMISE 

PAINTINGS  AND  SCULPTURES 


A.  POMODORO 


G.  POMODORO 


BELGIUM  BRANCH:  T.  72  09  79 
44,  Bd.  de  Waterloo  —  BRUXELLES 


GALERIE  INTERNATIONALE  D  ART  CONTEMPORAIN 

253,  rue  Saint-Honore  —  PARIS  I   —  Telephone  Opera  32-29 


Elegant  Homes  deserve 

LAMPS  &  SHADES 

NITA  MILLER 

Lampshades  made  to  order  quickly  and  efficiently  by  highly  skilled  needlewomen  in  our  own  workroom. 
Designers  Nita  and  Lyn  Miller  offer  expert  advice  on  colour,  size  and  style. 

NITA  MILLER    63A  GROSVENOR  STREET    LONDON  Wl     MAYFAIR  0951 
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THE  CONNOISSEUR 


YEAR  BOOK 


FOR  1961 


THE  FIFTEENTH  CONNOISSEUR 
YEAR  BOOK  which  will  be 
published  mid  November,  is 
a  landmark  for  the  discerning 
book-buyer.  This  magnificently 
illustrated  and  well-bound 
annual  contains  a  wide  variety 
of  original  articles.  An 
unusual  present  of  lasting  value 


OUT  NOVEMBER  1960 


Price  30s.  per  copy 

by  post  32s.  or 
U.S.A.  5  dollars 


Contents  include: 

LENNOXLOVE:  Scottish  Country  House 

Looking  at  English  Georgian  Houses 

Portuguese  Tiles  in  Lisbon 

Japanese  Art  in  Cornwall 

The  Glass  of  Frederick  Carder 

(Corning  Museum  of  Glass,  New  York) 

Chandeliers 

The  Paradoxes  of  W.  R.  Sickert 
English  Sporting  Buttons 
Old  Master  Drawings 
Persian  Art 

Trent  House:  American  Country  House 

English  and  American  Fire-  and  Hand-Screens 

The  art  of  Sir  William  Russell  Flint,  R.A. 

Furniture  Makers  to  the  English  Court  in  the 
1 8th  Century 

Decorated  Papers  in  the  Hirsch  Collection 


PLEASE  ORDER  YOUR  YEAR  BOOK  NOW 

THE   CONNOISSEUR    YEAR   K00K'    IS    NOT   INCLUDED   l\   ANY  SUBSCRIPTION 

but  you  are  invited  to  order  it  through  your  bookseller;  or  to  send  32s.  (or  five  dollars),  direct  to  London, 
for  a  copy,  which  will  be  mailed  to  you  from  London  immediately  on  publication.  We  much  regret  that  late 
orders  may  be  disappointed. 

If  ordering  by  mail,  please  send  your  early  remittance  to  : 

The  Belgrave  Library,  22  Armoury  Way,  London,  S.W.I8. 

[See  over 


The  ART  Quarterly 

The  American  Magazine  of  the  connoisseurship 
of  art,  addressed  to  collectors,  art  historians  and 
students  of  the  fine  arts;  an  essential  source  of 
authoritative  information  about  the  arts  in  America. 
A  feature  of  special  interest  is  the  checklist  of 
important  recent  accessions  of  museums  in  the 
United  States  and  Canada,  including  graphic  and 
decorative  arts.  This  is  the  only  complete  and 
permanent  record  of  museum  accessions  published 
in  the  United  States. 

Edited  by  £.  P.  Richardson  and  Paul  L.  Grigaut 

Secretary:  Marion  B.  Owen 
5200  Woodward  Avenue,  Detroit  2,  Michigan 

Price  $6.00  per  year;  $1.50  per  copy 

Advertising  Representative:  Peter  Magill 
115  East  57th  Street,  New  York  22,  N.Y. 


Available  in  due  course 


Volume  XV  ig^g/6o 


ART-PRICE  ANNUAL 

Listing  prices  of  paintings,  drawings,  watercolours,  engrav- 
ings, miniatures,  furniture  and  other  works  oj  art  sold  at 
art  sales  in  thirteen  countries,  with  lists  of  art  sales,  auction- 
eers, famous  collections.  Over  l  o,ooo  prices  are  listed  and  there 
are  more  than  joo  photographs.  8vo,  cloth.  Price:  £2.  10. 

(Volumes  IV  to  X,  XII  and  XIV,  covering  1948-59,  art 
also  available  at  £2.  10  each.) 

INDISPENSABLE  TO  MUSEUMS,  ART  GALLERIES, 
ART  DEALERS,  ART  COLLECTORS 


DIE  WELTKUNST 

A  fortnightly  review  of  art  sales  in  various  parts 
of  the  world.  £6.  8  per  annum,  including  postage . 

published  by    Kunst  und  Techtiik  Verlag  Ltd. 

8  Lipoivskystrasse,  Munich  23 
<*le  agent       ALEC    TIRANT1  LTD. 

72  Charlotte  Street,  London,  W.i 
(Mus  1163) 

advertisement    J.  Arthur  Cook 
agent  9  Lloyd  Square,  London,  W.C.i 

(TERminus  631$) 


ORDER  FORM 

To:  The  Belgrave  Library,  22  Armoury  Way,  London,  S.W.I8,  England. 

Please  forward  copy  of  The  Connoisseur  YEAR  BOOK  1961,  for  which  I  enclose  remittance  of 

Thirty-two  shillings  or  Five  Dollars  (U.S.A.). 

Name 


Address 


CATAN 

129  AVENUE  DES  CHAMPS-ELYSEES 

PARIS 

PHONE  BAL  41-71 


1  xi\ 


Indian  Sculpture.  12  th  Century 


C.  T.  LOO  &  C 

48  Rue  de  Courcelles 
PARIS 

41  East  57th  Street 
NEW  YORK 


IE 


TOWN  AND  COUNTRY  ESTATES  (IRELAND)  LIMITED 

Licensed  Valuers  and  Auctioneers  of  Fine  Art 
27  &  28  Clare  Street,  Merrion  Square,  Dublin 

ANNOUNCE  THE  SALE  BY  AUCTION  IN  THEIR  DUBLIN  GALLERIES 

on 

WEDNESDAY,  9th  NOVEMBER,  at  2-30  p.m.  precisely 

IMPORTANT  AND  FINE  PICTURES  BY  OLD  MASTERS 
(as  well  as  a  few  pictures  by  19th  century  Artists) 

THE  ENTIRE  COLLECTION  OF  A  GENTLEMAN 


T.  Gainsborough,  1727-1778 


The  collection  includes  paintings  by  or  attributed  to: 

Angelis,  Jan  Brueghel,  Pieter  Brueghel  the  Younger,  Dirk  Bouts, 
Backheusen,  van  Bassen.  Bassano,  Constable,  Lucas  Cranach,  Clouet, 
Chardin,  Gerard  Don.  Delacroix,  Degas,  Elsheimer,  Floris,  Gainsborough, 
Guercino.  Giordano.  Jacomo  Guardi,  Goya,  llondeeoeter,  Jordaens,  Manet, 
Mereier,  van  Or/ey.  Palamedesz,  Rossetti,  Rubens,  Renoir,  Robert  Raeburn. 
Seiavoni.  Steen,  Turner,  van  der  Venne,  Valdes  Leal 
and  other  Dutch,  Flemish,  English,  Italian  Artists. 

In  all  nearly  100  pictures 
On  view  during  October  and  up  to  date  of  sale 


Catalogue  fully  illustrated  12  6  post  free  on  application 
(If  required  by  Air  Mail,  U.S.A.  &  Canada;  12/6  extra) 


ANTIQUE  SILVER  FROM  IRELAND 


Pair  of  double-lipped  Sauceboats,  by  Samuel  Margas.  London  1726-7.  George  I.  Length  8t  inches, 
height  2;  inches,  width  4  inches  (excluding  handles),  weight  36  ounces. 


Pair  of  Jugs,  and  a  Stand,  by  John  Edwards.  London  1721.  George  I.  The  contemporary  Arms  are 
those  of  William  Cludde  of  Orelton.  Co.  Salop.  Sheriff  of  that  County  in  1723,  and  his  wife  Martha, 
daughter  of  Peter  Langley  of  Burcott.  England.  Height  of  Jugs  8  inches;  diameter  of  Stand  5,'  inches. 

Weight  69  ounces. 


LOUIS  WINE  Iid 

Fine  Art  Dealers,  Jewellers  and  Silversmiths 

31  &  32  GRAFTON  STREET,  DUBLIN 


Established  1840 


Tel:  Dublin  73865 


Girl  seated  by  a  River  Oil  painting  on  canvas 

Signed  and  dated  1871  Size:  34      20  inches 

Jean  Jacques  TISSOT 

Exhibited:  Graves  Art  Gallery,  Sheffield 
Tissot  Exhibition,  Cat4  No.  10 


We  desire  to  purchase  paintings  and 
water-colours  by  old  and  modern  masters 


LEGER 
GALLERIES 

(J.  LEGER  &  SON) 
ESTABLISHED  1892  HYDE  PARK  2679 

13    OLD    BOND  STREET 
LONDON,  W.I 

BRUSSELS,  13  RUE  DE  LA  REGENCE 


^/-^nticjue 

Sd 


HICKLENTON  &  PHILLIPS 
90  CHEAPSIDE,  London,  E.C.2 

Member  o/  The  British  Antique  Dealers'  Association  Lid. 


HENRY  SPENCER 


&  SONS 


ESTABLISHED  1840 

I  ric  C.  Spencer,  M.8.F.,  M  A.  (Cantab),  F.R.I. C.S.,  F.A.I 
Rupert  W.  Spencer,  M.A.  (Cantab),  F.A  1. 
H.  Michael  Spencer,  F.R.I.C.S.,  F.A.I. 
L .  M  Seymour       W.  E.  Peck,  F.A.I.        H.  C.  P.  Spencer,  A.A.I. 

of  RETFORD,  Nottinghamshire 

Sales  by  Auction 
of  the  contents  of  Mansions  and  Country  Houses 

Thursday  and  Friday,  3rd  and  4th  November 

At  Elsham  Hall,  Lincolnshire.  By  order  of  Captain  J.  Elwes. 

18th  Century  Furniture,  Georgian  and  Modern  English  Silver, 
Prints  and  Engravings  (surplus  to  requirements). 

(Illustrated  Catalogues  2/6  each  in  course  of  preparation.) 
Sales  of  Landed  Estates  and  Properties 
The  Square,  RETFORD,  Notts. 

Telephone  :  5  )  1  ? 

A  Paradise  Street,  SHEFFIFI  I)  1 

Telephone:  25206  (2  lines) 

91  Bridge  Street,  WORKSOP,  Notts. 

Telephone  :  3  347  8 

VAI  LIATIONS   FOR   A  F I  PURPOSES 
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BIGGINS  GALLERY 


30  OLD  BOND  STREET,  LONDON,  W.l 


Hyde  Park  0795 


OCTOBER 

TOULOUSE-LAUTREC 
AU  CIRQUE 

RARE  REPRODUCTIONS 
AND  LITHOGRAPHS 


Front 


ALEXANDER  ARCHIPENKO 

Woman  combing  her  hair 
Signed,  dated  and  numbered 
Archipenko  1915  7 


near 


BRITISH  ANTIQUE  DEALERS  ASSOCIATION 


THE  WORLD'S  BIGGEST  BUYERS 


Discerning  buyers  appreciate  the  many  advantages  of  dealing  with  members. 
A  booklet  price  5/-  post  free  ($1  in  the  U.S.A.),  giving  the  names  and 
addresses  oj  over  five  hundred  established  dealers  in  antiques  and  works  oj 
art  who  are  members  of  the  Association  will  be  forwarded  on  application 

to  the  Secretary  at 


tish  Antique  Dealers'  Association  Ltd. 

No.  20  RUTLAND  GATE,  LONDON,  S.W.7 

Telephone:  Kensington  4128  and  2102 
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LEONARD  KNIGHT 


14     KING     STREET,     ST.     JAMES'S,     LONDON,  S.W. 

TELEPHONE:     TRAFALGAR     7370  CABLEGRAMS:      KNIGHTIQUE,  LONDON 


-1  . 


A  superb  pair  of  Chippendale  carved 
mahogany  torcheres  or  candle-stands. 
Height  4  ft.  5  in.  Circa  1760. 

From  the  collection  of  the  Rt.  Hon. 
Earl  Howe,  Penn  House,  Bucks. 


BY  APPOINTMENT 
TO  H.R.H.  THE  DUKE  OF  EDINBURGH 
MEDALLISTS 


SPINK  &  SON  LTD. 

EST.  1772 

5,  6,  7  King  Street,  St.  James's,  London,  S.W.I 

Cables:  SPINK,  LONDON  Telephone:  WHITEHALL  5275  (5 lines) 


TRIBUTE  TO  THE  BRITISH  ANTIQUE  DEALER  —  1 4 


A  date  between  1740  and  1745  is  given  to  this  outstanding  and  beautifully-figured  linglisli  mahogany  enclosed  bookcase- 
cabinet,  with  fine  applied  carving  in  high  relief",  which  lias  been  acquired  by  Leeds  Museum  for  Temple  Newsam  House 
from  Messrs.  Norman  Adams,  Ltd.,  8-10,  Hans  Road,  London,  S.W.3. 


Each  month  'The  Connoisseur'  illustrates  an  important  work  of  art  which  a  British  antique 
dealer  has  sold  <>/  loaned  to  a  museum  or  public  institution  either  .1/  home  or  abroad. 


MILTON- 2 

Northamptonshire  Home  of  the  Earl  and  Countess  Fitzwilliam 

By  James  Lees-Milne 


IT  has  been  seen  in  the  previous  article  how  the  family  of  Fitz- 
william, for  centuries  possessed  of  extensive  estates,  was  greatly 
enhanced  in  political  and  territorial  status  by  the  marriage  of 
William,  3rd  Earl  Fitzwilliam  to  Lady  Anne  Watson- Wentworth 
in  1744.  As  though  in  anticipation  of  this  significant  event  the 
Earl  two  years  previously  was  created  a  baron  of  Great  Britain. 
Until  that  time  he  enjoyed  Irish  titles  only,  in  virtue  no  doubt  of 
the  lands  he  owned  in  Ireland.  These  were  originally  acquired  by 
his  ancestor,  Sir  William,  at  one  time  Lord  Deputy  and  Lord 
Justice  of  Ireland  under  Queen  Elizabeth,  and  subsequently 
Governor  of  Fotheringhay  Castle,  when  Mary  Queen  of  Scots 
was  imprisoned  there.  Two  years  after  his  marriage  the  3rd  Earl 
was  raised  to  an  English  viscounty  and  earldom. 

The  3rd  Earl,  having  transformed  one  side  of  his  Elizabethan 
house  at  Milton,  and  most  of  the  interior  into  a  Palladian 
residence  under  the  architect,  Henry  Fhtcroft,  died  in  1756. 
His  son,  the  4th  Earl,  reaped  the  fruits  of  his  father's  ambitious 
alliance.  In  1782  his  uncle,  the  2nd  Marquess  of  Rockingham, 
after  a  brief  spell  of  glory  as  Prime  Minister,  died.  Thereupon  the 
nephew  came  into  possession  of  great  resources,  including 
Wentworth  Woodhouse  in  Yorkshire,  one  of  the  largest  country 
houses  in  England,  and  those  lands,  which  had  been  acquired 
perhaps  in  the  thirteenth  century  by  an  ancestor  of  Thomas 
Wentworth,  1st  Earl  of  Strafford,  Charles  I's  brilliant,  ill-fated 
President  of  the  Council  of  the  North.  The  4th  Earl  then  spent 
most  of  his  remaining  years — he  lived  to  be  eighty-five — at 
Wentworth,  and  Milton  went  into  temporary  eclipse. 

Before  inheriting  Wentworth,  however,  the  4th  Earl  continued 
to  embellish  Milton.  As  though  his  father's  Palladian  alterations 
were  not  enough,  the  son,  on  coming  of  age,  and  in  expecta- 
tion of  an  early  marriage,  called  upon  the  services  of  Sir  William 
Chambers.  Chambers  was  in  1770  an  established  architect.  He 
had  the  year  before  succeeeded  Fhtcroft  as  Comptroller  of  the 
Royal  Works.  Hence  perhaps  his  connection  with  the  Fitzwilliam 
family,  and  Milton.  His  exterior  alterations  to  the  house 
amounted  to  little  more  than  the  curious,  and  certainly  interest- 
ing attic  windows  on  the  north  front.  They  are  semi-circular  and 
tripartite  in  shape,  with  just  a  hint  of  concession  to  the  Gothic  111 
the  decoration  of  the  spandrels.  Inside,  Chambers's  work  was 
quite  extensive.  It  occupied  him  three  years. 

Family  tradition  ascribes  (No.  1)  the  Large  Dining  Room 
(formerly  the  Library)  to  John  Carr  of  York.  Carr's  northern 
origin  and  association  (from  17X2  to  1X06)  with  Wentworth 
Woodhouse,  where  he  built  the  stable  block,  and  Mausoleum, 
and  carried  out  various  alterations  to  the  house,  make  the  ascrip- 
tion quite  feasible.  On  the  other  hand,  there  is  no  apparent 
stylistic  reason  why  Chambers  should  not  have  been  the  author 
of  the  Dining  Room.  The  wide  bowed  window  wall,  the  elegant 
Pompeian  plaster  ceiling  (now  painted  two  shades  of  grey,  the 
central  oval  being  primrose),  the  delicate  cornice,  and  the 
French  feeling  of  the  chimney-piece  in  Carrara  marble,  accord 


with  Chambers's  known  designs.  In  this  room  hang  no  less  than 
eight  pictures  by  Stubbs,  including  the  well-known  frieze  (No.  2) 
of  Mares  and  Foals,  and  a  portrait  of  Whistlejacket  with  two 
other  stallions.  They  were  painted  for  Lord  Rockingham,  of 
whom  while  still  a  young  man,  Horace  Walpole  wrote  caustic- 
ally in  1756:  'This  Lord  loves  nothing  but  horses'.  The  long 
mahogany  side-board  and  four  semi-circular  side-tables  (No.  3) 
en  suite,  have  fluted  aprons  with  ormolu  plaques,  of  which  the 
carved  shield  motifs  correspond  fortuitously  with  those  on  the 
wall  frieze.  Fortuitously — because  the  furniture,  like  the  pictures, 
in  this  room  came  from  Wentworth.  Over  the  fireplace  hangs  a 
splendid  and  altogether  rare  Chinese  Chippendale  mirror  (No.  4), 
the  frame  japanned  and  parcel-gilt.  Perched  precariously  on  its 
crest  sits  a  grotesque  ape,  wearing  a  tricorne  hat  (see  D.E.F., 
Vol.  ii,  p.  341). 

There  is  in  any  case  no  disputing  Chambers's  authorship  of  the 
grandest  apartment  in  Milton.  This  is  the  Ball  Room  (see 
frontispiece).  It  is  approached  by  Flitcroft's  staircase  (Nos. 
5,  6  &  7),  of  which  the  scrolled  wrought-iron  balusters  are 
entwined  with  gilt  floral  wreathes  as  delicate  as  feathers.  Flit- 
croft  evidently  purloined  this  design  from  Kent,  whose  staircase 
at  No.  44  Berkeley  Square,  and  balustrade  of  the  entrance  hall  at 
Holkham,  are  of  identical  pattern.  On  the  Staircase  Landing 
hang  four  landscape  views  by  Jan  Griffier  (No.  7)  of  which  the 
one  of  Richmond  Hill  is  dated  1746.  They  face  a  large  Stubbs  of 
two  leopard  cubs  at  play  (Nos.  5  &  6)  over  the  staircase.  The 
/x>m/>f-fronted  commode  in  kingwood,  with  carved  and  gilded 
angles  and  legs,  dates  from  about  1755,  and  is  considered  to  be 
English. 

The  Ball  Room  occupies  both  the  centre  of  the  piano  nobile 
and  the  second  floor  of  Flitcroft's  south  front  (see  previous 
article).  It  is  lit  by  the  great  Venetian  window,  two  high  windows 
on  cither  side,  and  five  lesser  windows  above  (see  frontispiece). 
These  have  been  ingeniously  adapted  by  Chambers  to  his 
scheme  of  dividing  the  room  into  three  sections,  of  which  the 
central  is  vaulted  by  an  almost  imperceptible  saucer  dome,  and 
the  two  flanking  ones  are  barrelled.  The  plaster  dome  spandrels, 
and  the  plaster  ceilings  are  of  those  chaste  patterns  in  which 
Chambers  prided  himself.  For  he  would  not  subscribe  to  the 
fussiness,  and  what  he  termed  the  'crinklc-crankle'  of  the  Adam 
brothers'  decoration,  which  throughout  the  1760's  and  1770's 
was  the  rage.  The  ground  colour  of  walls  and  ceilings  is  apple 
green,  whereas  the  shallow  relief  work  is  greyish  white.  Cham- 
bers intended  to  introduce  gold  to  the  enrichments,  but  this  was 
never  carried  out.  Instead,  what  gold  there  is  has  been  amply 
provided  by  the  picture  frames  and  furniture.  The  magnificent 
ten-foot  tall  candelabra  with  branched  clusters,  ami  the  arm- 
chairs 111  the  richest  Venetian  style,  were  designed  by  Kent  for 
the  Whistlejacket  room  at  Wentworth  Woodhouse.  Further 
colour  is  introduced  by  the  rich  earthy  brown  of  the  needlework 
backs  and  seats  of  the  chairs,  and  the  predominantly  rose  pink 


Grandest  room  at  Milton:  the  Ball  Room  (67  feet  long  23  feet  6  inches  wide),  designed  by  Sir  William  Chambers.  On  the  end  wall 
hangs  Van  Dyck's  William  2nd  liarl  of  Strafford  and  the  Ladies  Ann  and  Arabella  Wentworth.  The  gilt  furniture  was  designed  by  William 
Kent  for  the  Whistlejacket  room  at  Wentworth  Woodhouse.  Colour  and  other  photography  by  A.  F.  Kerstino. 
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2.  Mares  and  Foals  (canvas,  40  75  in.),  painted  for  the 
Marquess  of  Rockingham  in  1762  by  George  Stubbs  for, 
his  receipt  states,  'the  sum  of  One  Hundred  and  ninety 
four  pounds,  five  shillings  for  this  and  4  other  pictures'. 

3.  One  of  four  semi-circular  side-tables  seen  in  No.  I. 

4.  This  mirror,  with  frame  Japanned  and  parcel-gilt  in 
the  Chinese  taste  (94  48  in.),  c.  1760,  was  in  the  English 
Taste  in  the  Eighteenth  Century  Exhibition  at  the  Royal 
Academy  (1955-56:  No.  230)  and  can  also  be  seen  in  No.  1. 

5.  6  &  7.  The  Staircase  Landing.  Stubbs'  Leopard  Cubs 
(canvas,  about  48  60  in.)  can  be  seen  in  Nos.  5  &  6,  and 
in  No.  7  the  four  interesting  landscape  views  near  London 
(21  31  in.)  are  by  Jan  Griffier  (died  1750),  two  of  them 
being  signed  and  dated  1746.  The  gilt  chairs  are  en  suite 
with  those  in  the  Staircase  Hall  below  (see  part  1). 

8.  The  Tea  Room,  decorated  in  deep  Sung  blue.  For  the 
carved  black  and  gold  japanned  cabinet  see  The  Dictionary 
of  English  Furniture  (Vol.  I,  p.  80,  fig.  32). 

9.  An  English  commode  in  the  French  style  in  the  Tea 
Room. 
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Aubusson  c  arpet.  On  the  walls  hang  two  cartoons  by  Reynolds, 
the  Shepherd  Boy  and  the  Adoration  of  the  Shepherds  (which  last 
includes  the  artist's  easily  identifiable  figure)  lor  the  Chapel 
windows  at  New  College,  Oxford,  and  several  full-length 
portraits  of  historic  as  well  as  family  interest.  Some  of  these  were 
formerly  at  Wentworth.  They  include  Charles  1  and  Ins  Queen 
by  Mytens  and  Van  Dyck,  which  belonged  to  Thomas  Went- 
worth, ist  Earl  of  Strafford;  the  first  Duke  of  Buckingham  by 
Mytens;  Lucy  Hay,  Countess  of  Carlisle,  who  was  the  mistress 
of  Strafford;  and  a  state  portrait  of  the  2nd  Marquess  of  Rock- 
ingham in  his  robes. 

A  door  from  the  Ball  Room  loads  into  the  Tea  Room  (No.  8), 
ami  a  whole  suite  of  apartments  on  the  north  front.  The  lea 
Room  walls  are  painted  a  deep  Sung  blue.  The  eighteenth- 
century  carpet  of  French  design  was  embroidered  ami  signed  by 
Mary,  Marchioness  Dowager  of  Rockingham,  the  Prime 
Minister's  mother.  The  set  of  chairs  and  a  sofa,  in  tin-  French 
manner  of  Robert  Adam,  is  upholstered  in  coral  pink.  The  most 
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10.  The  Library,  access  to  which  is  obtained  from  the  Tea  Room.  The  large  carpet  is  in 
shades  of  coral,  oatmeal  and  green,  and  above  the  chimney-piece  is  a  Pannini  of  the  Roman 
Forum.  1 1.  One  of  the  finest  ceilings  which  Chambers  designed  for  Milton  is  in  this 
Peterborough  Dining  Room,  or  Boudoir.  It  is  decorated  in  smoke  blue  and  pale  pink. 
12.  Sir  Joshua  Reynolds'  painting  of  Charles  William,  Viscount  Milton  (painted  in  1789) 
seen  in  No.  11  is  reflected  in  this  fine  carved  and  gilt  Chippendale  mirror,  which,  with  the 
side-table  below,  is  one  of  a  pair. 


1 1 
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13.  The  Chinese  Wallpaper  Bedroom,  the  paper  for  which  has  been  dated  at  about  1748.  It  is  thought  that  this  paper  may  have  been 
ordered  especially  for  the  house,  as  Flitcroft's  alterations  were  finished  in  1750. 


striking  piece  of  furniture  is  the  richly  carved,  black  and  gold 
japanned  cabinet,  described  in  The  Dictionary  of  English  Furniture 
as  'in  Chippendale's  early  manner',  and  dated  about  1740.  In  the 
window  stands  an  English  serpentine-fronted  commode  (No.  y), 
with  ormolu  enrichments  in  the  French  style.  The  portraits 
include  the  regicide,  Colonel  John  Hutchinson,  and  his  wife  and 
biographer,  Lucy,  both  by  the  Cromwellian  painter,  Robert 
Walker:  Sir  William  Fitzwilliam,  Earl  of  Southampton,  the 
builder  of  Cowdiay  Castle,  by  Holbein;  and  George  Gower 
(a  self-portrait),  holding  a  palette.  Over  the  painter's  shoulder  is 
suspended  a  pair  of  scales,  on  which  his  compasses  are  made  to 
outweigh  his  coat  of  arms.  An  Isaac  van  Ostade  of  peasants 
carousing,  and  a  School  of  Fontainebleau  painting  (Apollo  and  the 
Nine  Muses)  conclude  a  list  of  some  of  the  treasures  in  this  room. 

On  this  floor  a  further  large  room  has  been  made  into  the 
l  ibrary  (No.  10)  bv  the  removal  here  of  the  eighteenth-century 
bookcases  from  the  old  library  downstairs,  which  is  now  the 
Dining  Room.  The  great  carpet,  in  shades  of  coral,  oatmeal  and 
green,  reflects  the  pattern  of  the  ceiling,  with  which  it  is  con- 
temporary. Over  the  chimney-piece  hangs  a  Pannini  of  the 
Roman  Forum.  The  ceiling  of  the  Peterborough  Dining  Room, 
or  the  Boudoir  (No.  11),  is  one  of  the  finest  which  Chambers 
designed  for  the  house,  the  framed  rectangular  centre  in  smoke 
blue  being  surrounded  by  squares  and  half-squares  in  palest  pink. 
The  eighteenth-century  parcel-gilt  chairs  have  recently  been 


covered  with  Elizabethan  applique  needlework  of  sprays  of 
flowers,  backed  with  canvas.  The  needlework  was  found  in  the 
house,  preserved  in  mint  condition  wrapped  in  contemporary 
pieces  of  paper,  on  each  of  which  was  written  in  ink,  often  with 
the  date,  either  a  description  of  each  nosegay,  or  the  name  of  its 
needle-woman.  One  piece  of  paper,  for  example,  reads  'the 
peach  blome',  another  'Mrs.  Lisbys  worke  ended  the  xxiii 
of  October  1593'.  The  portrait  on  the  right  of  the  chimney-piece 
(No.  1  1)  is  of  the  much  painted  Charlotte  Ponsonby,  Countess 
Fitzwilliam,  now  a  middle-aged  woman,  by  Reynolds  (in  1784). 

Lastly,  one  of  the  most  remarkable  rooms  in  this  splendid 
house  is  the  Chinese  Wallpaper  Bedroom  (No.  13).  Experts  have 
interpreted  certain  Chinese  characters  to  give  the  date  1748.  The 
paper,  consisting  of  separate  square  ami  rectangular  panels 
stretched  on  canvas,  may  have  been  ordered  especially  for  the 
house,  since  Flitcroft's  alterations  were  finished  in  17SO.  On  the 
other  hand  the  ceiling,  cornice,  doorcases,  and  dado  wainscot 
of  tins  room  show  no  traces  of  chinoiserie,  being,  indeed,  straight- 
forward Palladian  features.  The  paper  panels  are  of  scenes 
apparently  unrelated  to  one  another,  being  of  ladies  in  gardens 
beside  blossoming  shrubs,  a  large  ship  in  a  harbour,  a  bowl  of 
flowers,  a  tea-pot  and  cups,  a  feather,  a  fan,  a  pair  of  spectacles. 
Each  scene  is  contained  within  a  fret  border.  The  paper  is  most 
delicately  painted  on  a  ground,  which  has  assumed  over  the 
years  a  subdued,  overall  shade  of  cinnamon. 
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I.  The  Chapel  of  St.  John  the  Baptist  in  the 
church  of  S.  Roque,  Lisbon:  an  Italian 
masterpiece  by  architects  Salvi  and 
Vanvitelli  made  in  Rome  to  the  King  of 
Portugal's  order  between  1742  and  1744. 
The  large  panels  are  carried  out  in  Mosaic, 
after  painting  supplied  by  Masucci. 


T  T  is  not  generally  realized  that  one  of  the  finest  collections  of 
i- Italian  baroque  silver  is  to  be  seen  in  Lisbon.  There,  apart  from 
the  rich  work  of  Portuguese  silversmiths,  is  another  notable 
collection  of  foreign  silver:  the  famous  Germain  plate  of  which 
readers  of  The  Connoisseur  may  remember  an  article  published  in 
January,  1955  ('The  Apotheosis  of  the  Rococo  Silversmith's 
Art'  by  T.  &  E.  Crombie).  In  Lisbon  also  is  the  splendid  Paul 
Storr  silver  in  the  collection  of  the  Duke  of  Palmela. 

The  Italian  silver  with  which  we  arc  here  concerned  belongs  to 
the  Chapel  of  St.  John  the  Baptist  in  the  Church  of  S.  Roque  in 
Lisbon,  and  constitutes  one  of  the  most  lavish  displays  of  Roman 
baroque  silver  of  the  mid-eighteenth  century.  Several  objects 
disappeared  in  the  early  nineteenth  century  but  no  explanation 
has  been  found  to  account  lor  the  loss  of  a  gold  chalice  and  a  gold 
monstrance  together  with  important  works  by  Antonio  Arighi, 
Pietro  Bertctti  and  others;  although  it  is  known  that  in  1808  a 
great  deal  of  religious  silver  was  sent  to  the  Mint.  However, 


Italian  Silver 
in  Lisbon 

By  Carlos  Dc  Azevedo 
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2.  Monumental  candlestick,  by  Giuseppe  Gagliardi:  one  of  a  pair  some  8  ft.  in  height  and 
weighing  over  700  lbs.  On  the  base  of  one  is  engraved :  JOSEPH  GAGLIARDI  ROM  ANUS 
HOC  OPUS  SEX  ANNORUM  PERFECIT  ANNO  MDCCXXXXIX. 

3.  Giuseppe  Gagliardi:  detail  of  one  of  the  great  candlesticks  (No.  2). 

4.  Pair  of  candlesticks  by  Giovanni  Sannini. 


5.  Altar  crucifix  by  Giovanni  Sannini:  height  approximately  6  ft. 


there  are  still  over  thirty  rich  pieces  in  the  collection — some  of 
them  truly  monumental — and,  fortunately,  the  names  of  all  the 
silversmiths  as  well  as  of  all  the  other  artists  and  artisans  who 
worked  on  this  elaborate  project  of  John  V's,  have  been  pre- 
served for  us  (C/.  A  Capela  dc  S.Joao  Baptista  crccta  na  Igreja  dc  S. 
Roque,  by  Sousa  Viterbo  and  R.  Vicente  de  Almeida,  Lisbon, 
1890,  containing  the  documents  exchanged  between  Lisbon  and 
Rome  on  the  subject  of  the  chapel). 

The  famous  chapel,  in  itself  a  complete  repository  of  Roman 
art  of  the  time,  was  built  in  Rome  between  1742  and  1744  by 
Salvi  and  Vanvitelli  on  the  Portuguese  sovereign's  orders. 
Through  the  existing  correspondence  it  is  interesting  to  note 
that  most  of  the  planning  was  carried  out  by  the  Lisbon  court. 
In  this  John  V  was  aided  by  his  chief  architect,  German  born  and 
Italian  trained  Fricdrich  Ludwig,  also  known  as  Ludovici,  and  the 
actual  correspondence  was  handled  by  a  certain  Father  Carbone, 
a  Jesuit  of  some  prestige.  In  Rome,  the  Portuguese  charge  d'afi aires 


6.  Cartegloria,  by  Antonio  Vendetti:  an  admirable  example  of  Roman 
baroque  style.  This  was  for  use  only  on  feast  days. 

7.  One  of  four  silver-gilt  reliquaries  by  Carlo  Guarnieri. 

8.  Altar-front,  in  silver  and  lapis-lazuli,  originally  intended  only  for  use  on 
St.  John  the  Baptist's  day:  designed  by  Antonio  Arighi. 


found  the  artists  and  supplied  all  the  information  needed  by  the 
king.  The  latter  knew  exactly  what  sort  of  chapel  he  wanted  and 
he  was  standing  for  no  alterations  to  his  plans.  Indeed,  when  on 
26th  October,  1742,  the  order  for  the  design  of  the  chapel  was 
sent  to  Rome,  it  already  contained  certain  directives:  the  exact 
location  of  the  mosaic  panels,  where  there  were  to  be  doors, 
where  he  wanted  a  balustrade,  etc.  The  following  year  (6th 
February,  1743)  he  criticized  drawings  sent  from  Italy  pointing 
out,  amongst  other  things,  that  an  essential  frieze  was  missing, 
above  the  architrave,  adding  that  in  a  chapel  such  as  this  it  was 
absolutely  imperative,  that  all  the  architectural  orders  be  com- 
plete. These  and  other  comments  caused  some  stir  in  Rome,  but, 
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backed  by  an  excellent  architect  who  was  always  very  sure  of  the 
technical  details  as  well  as  of  certain  matters  of  principle,  eventu- 
ally the  king's  orders  were  duly  carried  out. 

Great  sums  of  money  were  spent  on  this  rich  specimen  of 
Roman  baroque,  which  was  gradually  raised  in  the  vicinity  of  the 
Piazza  del  Populo.  Only  the  richest  materials  were  used,  and, 
apart  from  the  chapel,  all  the  silver  and  vestments  were  also 
ordered  in  Rome  from  the  best  known  artists  of  the  time.  Orders 
were  placed  to  buy  the  best  kinds  of  marble  and  in  this  Pietro 
Paolo  Rotoloni  used  at  least  twenty  different  varieties.  Italy  was 
combed  tor  the  finest  stones  required  for  the  mosaic  panels,  large 
quantities  of  'German  silver'  were  bought,  Masucci  supplied  the 
paintings  to  be  copied  in  mosaic  by  Mattia  Moretti,  experts  like 
Francesco  Guerrini  and  Silvestro  Doria  worked  metals,  Corra- 
dini  fashioned  two  great  Carrara  angels.  Even  minor  details  were 
entrusted  to  artisans  of  the  greatest  reputation  in  Rome.  Finally, 
towards  the  end  of  1747,  the  chapel,  which  had  already  been 
blessed  by  the  Pope,  arrived  in  Lisbon.  The  work  of  re-erecting 
and  finishing  the  complex  structure  in  S.  Roque  in  fact  took 
some  years.  John  V  did  not  see  it  completely  finished,  as  he  died 
in  1750,  and  it  was  only  two  years  later  that  the  mosaic  experts 
were  finally  called  in  to  assemble  the  big  panels. 

Of  all  the  treasures  belonging  to  this  chapel,  now  preserved  in 
a  small  museum,  nothing  surpasses  the  magnificence  of  the  silver. 
In  spite  of  the  many  individual  characteristics  of  all  the  different 
items  (some  27  silversmiths  at  least  worked  for  the  project),  it  is 
obvious  that  they  must  have  worked  to  a  master  plan,  since  all  the 
objects  are  easily  identified  among  the  other  silver  in  the  museum 
and  all  are  in  silver-gilt.  The  'architectural'  construction  of  some 
of  the  bigger  pieces,  the  use  of  certain  familiar  decorative  ele- 
ments like  flying  angels  or  putti,  seated  figures,  broken  pediments, 
the  imposing,  stately  style,  the  refinements  in  finish:  all  this  is 
apparent  in  the  most  diverse  objects  commissioned  for  John  V's 
chapel.  Clearly  the  Italian  silversmiths  concerned  delighted  in 
this  opportunity  to  produce  extravagant  baroque  fantasies  en- 
tailing the  greatest  technical  difficulties  and  exuberant  decoration, 
yet  always  retaining  the  solidity  of  Roman  art.  This  is  particu- 
larly true  of  the  two  monumental  candlesticks  by  Giuseppe 
Gagliardi  (No.  2),  where  decoration  soars  in  true  baroque 
fashion.  They  are  also  remarkable  for  the  sculptural  quality  of 
certain  details,  like  the  flying  angels  and  the  kneeling  figures. 
And  although  some  of  the  smaller  objects  are  quite  as  outstanding, 
nevertheless  Gagliardi's  great  work  marks  one  of  the  highest 
points  ever  attained  by  Italian  silversmiths.  These  candlesticks 
were  certainly  the  crowning  achievement  of  his  career,  as  he 
died  in  1749;  the  same  year  that  they  were  finished  according  to 
the  inscription  on  the  base. 

Of  the  other  existing  candlesticks,  those  by  Giovanni  Sannini, 
much  smaller  but  still  weighing  almost  80  lbs.  each,  show  a 
similar  type  of  design  for  the  upper  part  of  the  stem  (No.  4),  thus 
confirming  the  unifying  spirit  which  presided  over  all  the  work. 
The  most  successful  of  the  smaller  candlesticks,  however,  arc  the 
three  pairs  by  Tomasso  Puliti,  Francesco  Salci  and  Angelo 
Spinazzi,  of  three  different  sizes:  a  magnificent  ensemble  of 
which  the  centre  piece  is  the  elegant  altar-cross  by  Sannini  (No. 
5).  Again,  the  angels  on  the  upper  part  of  the  cross  recall  an 
identical  detail  used  by  Gagliardi.  The  entire  set— candlesticks 
and  cross — was  to  be  used  only  on  festive  days,  a  special  bron/e 
set  having  been  made  for  daily  use.  Some  of  the  bronze  work  for 
the  chapel  is  also  equally  outstanding,  particularly  the  famous 
triple  lamp-hanger  (by  Angelo  and  Giuseppe  Ricciani)  drawn  by 
Pietro  Verschaffclt  on  detailed  instructions  from  Lisbon,  and  the 
handsome  doors  bv  Silvestro  Dona. 


9.  Censer  (marked  L.G.  on  the  base).  All  the  objects  bear  the  Portuguese 
royal  arms. 


No  less  notable  than  the  candlesticks  are  the  three  elaborately 
decorated  cartcgloria  (No.  6)  by  Antonio  Vcndetti,  with  reclining 
figures  on  the  broken  pediments — an  Italian  feature  soon  intro- 
duced in  the  characteristic  carved  gilt  altarpieces  of  Portugal— 
and  the  text  engraved  on  a  wavy  plaque  of  silver  imitating  a 
parchment,  another  baroque  touch  of  fantasy.  Baroque  fantasy, 
however,  is  carried  even  further  in  the  four  reliquaries  by  Carlo 
Guarnieri,  two  of  them  strongly  architectural  in  conception, 
with  Solomonic  columns  and  niches,  the  others  (No.  7)  of  a 
lighter  and  more  pleasing  design,  with  a  rich  casket  supported  by 
two  winged  angels  on  billowing  clouds,  the  whole  topped  by 
graceful  flying  angels  and  putti,  and  giving  the  illusion  of  floating 
in  the  air,  111  the  best  baroque  tradition. 

A  number  of  items,  like  the  before  mentioned  candlesticks,  the 
cartcgloria  and  the  cross,  were  duplicated  in  bronze  thus  sparing 
the  richer  silver  objects  for  special  days.  This  was  another 
extravagance  of  the  Portuguese  king  and,  naturally,  added  to  the 
cost  of  the  chapel.  Apart  from  the  marble  altar-front,  another, 
and  very  special  one,  was  ordered.  This  was  in  silver  and  lapis- 
la/uli  and  was  for  use  only  on  St.  [ohn  the  Baptist's  day.  This 
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A  list  of  the  silver  belonging  to  the  chapel  : 

Altar-front  (silver  and 

Box  for  the 

lapis  lazuli) 

Eucharistic  wafers 

Two  candlesticks 

Snuffer 

\  vj.i  u,i  la  i  u  1  f 

Pyx 

Six  candlesticks 

Purifier  and  dish 

Two  candlesticks 

Cruet  and  dish 

Altar  crucifix 

Incense  box  in  the 

Four  reliquaries 

shape  of  a  boat 

Chalice 

Censer  and  spoon 

Bell 

Three  lamps 

Ewer  and  dish 

(silver  and  bronze). 

Three  cartegloria 

A  list  of  silversmiths  who 

worked  for  the  chapel : 

A  1  ptci  11  f\ i"i  c     Mn/^iliA  ci  /a 

/iicjoancii  is,  r juiu  cic 

Piroli  Matteo 

Ariiini      A  iitnm>i 
/illt^lll,  iVIllOIUO 

Pn77i    I  nrpiiTn 

13aislach,  Francesco 

Priticivalli,  Francesco 

13elh,  Vincenzo 

1 '  1 1 1 1  f  i      1  '/\miccrt 
r  L1IIU,    1  OlliaSSO 

Dt  ric  in,  t  iL  tro 

\  i  let     ^-1"  i ii I'f-'cr'fA 
OillLI,   1  l.illLCSCO 

Bononi,  Bartolomeo 

Sannim,  Gio;  Felice 

Caporah,  Lorenzo  de 

Snutti,  Francesco 

Carozzi,  Gio:  Battista 

Smitti,  Gaetano 

Doria,  Silvestro 

Spinazzi,  Angelo 

Gagliardi,  Giuseppe 

Tantardino,  Carlo 

Gigli,  Antonio 

Tofani,  Filippo 

Grassi,  Gaetano 

Vaccari,  Pietro 

Guarnieri,  Carlo 

Vendetti,  Antonio 

Maglie,  Simone 

10.  Incense-Box  in  the  form  of  a  boat.  It  appears  that  this  and 
the  censer  were  designed  by  Antonio  Arighi  but  executed  by 
another,  who  signed  L.G. 

11.  Cruet,  by  Antonio  Gigli. 


remarkable  work  (No.  8)  was  designed  by  Arighi,  die  central 
plaque  executed  by  Agostino  Corsini,  and  the  angels  by  Bernar- 
dino Ludovici,  in  a  more  subdued  style,  and  was  intended  for  use 
with  the  Puliti-Salci-Spinazzi  candlesticks.  We  can  get  an  idea  of 
the  splendid  original  effect  as  the  candlesticks  and  the  cross  arc 
still  exhibited  today  on  top  of  this  altar-front. 

In  addition  to  the  bigger  pieces  already  mentioned,  there  are 
several  smaller  objects  of  exquisite  design  and  workmanship 
which  must  be  included  in  the  masterpieces  of  S.  Roque.  Among 
them,  the  Bell,  the  Purifier,  the  Snuffer,  the  Censer,  the  Cruet 
and  the  Incense  Box.  These  show  a  somewhat  different  style. 
Three  of  them  are  illustrated  here  (Nos.  9,  10,  &  11).  The  incense 
box,  has  through  the  centuries  been  traditionally  conceived,  like 
a  ship  and  the  Italian  artist  (mark  L.G.  on  the  base)  looked  for 
inspiration  to  a  gondola-shaped  vessel  of  great  beauty,  where  the 
wavy  pattern  of  lapping  waves,  favoured  by  baroque  artists, 
helps  in  creating  movement.  It  is  like  a  funerary  boat  gliding 


smoothly  on  the  waters.  John  V's  rich  chapel,  with  its  silver  and 
vestments,  cost  an  enormous  amount  of  money.  The  estimates 
were  greatly  exceeded  and  on  2nd  September,  1749,  an  English 
ship  sailing  for  Italy  carried  the  final  payment  in  the  form  of  40 
gold  bars.  Thus  came  to  an  end  the  story  of  the  Salvi  and  Van- 
vitelli  chapel. 

It  is  easy  to  appreciate  that  this  overwhelming  display  of 
Italian  baroque  art  made  a  deep  impression  on  Portuguese  silver- 
smiths :  and  naturally  Portuguese  silver  clearly  shows  Italian  (and 
French)  influence  throughout  the  eighteenth  century.  This  is  not 
surprising  when  one  considers  the  great  vogue  for  foreign  art  in 
Portugal  during  John  V's  reign,  which  covered  the  first  half  of 
the  eighteenth  century.  Yet  it  is  also  true  that  Portuguese  silver- 
smiths had  already  evolved  a  characteristic  Portuguese  style  long 
before  the  arrival  of  the  S.  Roque  silver  by  the  mid-century.  This 
is  still  known  as  'Joanine'  style.  The  impact  in  Portugal  of  the  Italian 
silver  here  described,  is  a  matter  which  is  still  awaiting  study. 
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Transfer-Printing  on  Swedish  Faience 

By  R.  J.  Charleston 


THE  process  of  transfer-printing  on  ceramics,  begun  at  the 
Battersea  enamel  factory  in  1753,  and  applied  to  porcelain  by 
Robert  Hancock  at  Bow  and  Worcester,  is  properly  speaking  an 
English  invention;  and,  in  view  of  its  subsequent  importance  in 
ceramic  history,  a  proper  source  of  pride  to  English  people.  That 
the  technique  was  taken  up  on  the  Continent  of  Europe  in  the 
nineteenth  century  is  a  commonplace.  It  is  not,  however,  so 
generally  realized  that  it  was  practised  there  a  mere  decade  after 
its  invention  in  England. 

Those  who  visited  the  Exhibition  'Three  Centuries  of  Swedish 
Pottery'  at  the  Victoria  and  Albert  Museum  in  the  Spring  of  1959 
may  recollect  two  cases  of  faience  (tin-glazed  earthenware),  made 
respectively  at  the  Rorstrand  and  Mancberg  factories,  which 
were  decorated  with  printing  in  black.  The  English  equivalent  of 
faience — delftware — is  very  seldom  indeed  decorated  by  this 
technique  (except  111  the  case  of  the  numerous  tiles  printed  by 
Sadler  and  Green),  and  then  apparently  only  at  Liverpool.  It  is 
very  probable  that,  when  once  the  basic  idea  of  transfer-printing 
was  taken  up  in  Sweden,  whether  inspired  by  English  practice  or 
as  an  independent  discovery,  a  period  of  experimentation  was 
necessary  to  adapt  the  process  for  use  on  a  tin-glaze. 

There  is  some  doubt  about  who  should  take  the  credit  for  in- 
troducing the  technique  in  the  Swedish  factories.  The  traditional 
view  has  always  been  that  it  was  due  to  a  certain  Ande  s  Stenman, 
who  had  been  a  blue-painter  at  Rorstrand.1  There  has  been  re- 
cently, however,  a  tendency  to  attribute  it  to  Nicolas  Pierre 
Berthevm,  the  French  arcanist  who  came  to  Mariebcrg  in  1765, 
and  who  succeeded  to  the  direction  of  that  factory  when  the 
founder,  Johann  Ludwig  Eberhard  Ehrenreich,  left  to  go  to 
Stralsund  in  1766.-  The  matter  deserves  investigation. 

Tradition  has  it  that  Anders  Stenman,  independently  of  any 
English  inspiration,  discovered  the  technique  of  transfer-printing 
at  Rorstrand  in  1766.  An  objection  to  this  version  of  Stenman's 
priority  has,  however,  been  found  in  a  Mariebcrg  vase  (No.  1) 
dated  1 8th  January  1766,  which  is  decorated  with  flowers  painted 
in  blue,  but  also  with  butterflies  and  insects  printed  in  black.3  It 
has  furthermore  been  pointed  (Hit  that  by  1768  Stenman  had 
transferred  his  services  to  Mariebcrg,  and  that  on  1  ith  April  of 
that  year  a  number  of  plates  with  printed  decoration  were  sub- 
mitted to  the  College  of  Commerce  to  'show  an  invention,  new 
in  this  kingdom,  of  printing  on  porcelains,  Director  Berthevin 
having  worked  out  the  methods  of  printing;  it  is  hoped  that  by 

1  G.  H.  Strale,  Rostrand  och  Marieberg,  Stockholm  (1870),  pp.  127,  159-161. 
-  The  theory  that  Berthevin  introduced  printing  at  Marieberg  appears  to  have  been 
first  propounded  by  F.  H.  Hofniann,  Dili  Porzellan,  Berlin  (1932),  pp.  87,  158 
(where,  however,  he  makes  the  curious  statement  apropos  Marieberg:  'wo  iibrigens 
der  Maler  Stenmann  (sic)  als  Erfmder  gilt  (seit  1766)'.)  1  lofinann's  view  is  followed 
by  Carl  Hcrnmarck,  Marieberg,  Stockholm  (1946),  and  by  Michclc  Meyer  de 
Schmid,  who  has  recently  contributed  greatly  to  our  knowledge  of  the  last  years  of 
Berthevin's  life  ('Service  du  Baron  de  Breteuil :  Faience  de  Marieberg',  Cahiers  tic  hi 
Cer antique,  10  (iy.sK),  pp.  66-79,  an£l  insert  of  Mariebcrg  marks). 
3 See  Sale  Catalogue  Ror strands  Kvramiska  Scuttling,  Stockholm  (A.-B.  H.  Bukowskis 
Konsthandel,  16-17  September,  1926),  Lot  387,  pi.  17.  The  vase  bears  the  mark  of 
the  Ehrenreich  period,  and  the  date,  in  blue.  See  also  pp.  94-95  below. 


this  means  prices  will  be  at  least  halved'.4  The  implication  appears 
to  be  that  Berthevin  was  responsible  for  the  printing,  and  con- 
sideration of  his  subsequent  career  certainly  lends  weight  to  the 
notion. 

When  Berthevin  left  Mariebcrg  in  1769,  his  exact  movements 
are  unknown.  In  February,  1769,  Johan  Liliencrantz,  the  pro- 
prietor of  that  factory,  wrote  to  the  Swedish  Ambassador  in 
Copenhagen  asking  him  to  keep  an  eye  on  Berthevin,  then  in 
Copenhagen  to  recruit  some  French  porcelain-experts  tor  Marie- 
bcrg.5 Berthevin's  reputation  was  probably  at  a  low  ebb  at  this 
juncture  owing  to  Mancbcrg's  economic  decline,  and  it  is  very 
likely  that  whilst  in  Copenhagen  he  took  his  opportunity  to  slip 
away.  He  next  turns  up  111  The  Hague  111  September  of  1769, 
where,  by  virtue  of  a  connection  in  the  French  Embassy,  he 
obtained  a  recommendation  to  Baron  von  Cornet,  the  local 
representative  of  the  Elector  Palatine,  Carl  Theodore.6  Von 
Cornet  reported  that  Berthevin  had  sent  him  a  memorial  asking 
to  be  allowed  to  introduce  at  the  Elector's  porcelain  factory  at 
Frankenthal  a  'process  of  printing  on  porcelain'  discovered  by 
himself.  Von  Cornet  added  that  he  had  seen  very  satisfactory 
examples  of  the  Swedish  faience  decorated  in  this  way,  and 
attached  Berthevin's  memorial  to  his  report.  This  claims  that  one 
man  in  an  hour  can  decorate  more  porcelain  by  his  process  than 
24  painters  could  do  in  a  day,  adding  that  the  process  had  been  in 
use  in  'his  factory  in  Sweden'  for  more  than  two  years.  The  actual 
name  of  the  factory  appears  never  to  be  mentioned  111  the  Palatin- 
ate archives,  no  doubt  because  Berthevin  did  not  wish  his  claims 
to  be  investigated. 

After  various  vicissitudes  in  his  negotiations  with  the  Palatinate 
Government,  Berthevin  appears  to  have  reached  the  Frankenthal 
porcelain  factory,  and  there  fulfilled  his  undertaking  to  instruct  a 
nominated  member  of  the  staff  in  his  secret  process  of  printing  111 
blue  on  the  raw  porcelain  before  it  was  dipped  in  the  gla/e  and 
fired.  By  great  good  fortune,  we  possess  an  eye-witness  account 
of  Berthevin's  procedure.  One  of  two  witnesses  delegated  to 
watch  the  work  was  a  certain  F.  J.  Weber,  who  worked  at 
Frankenthal  from  1770-72, 7  and  who,  in  1798,  published  a  book 
on  The  Manufacture  of  True  Porcelain.*  He  describes  how  an  im- 
pression was  taken  on  paper  from  a  copper-plate  by  means  of  an 
ordinary  engraver's  press,  and  continues:  'this  design,  which  was 
printed  oft  on  the  paper,  now  had  to  be  printed  oft  afresh  on  to 
the  porcelain.  About  this  last  trick  of  the  process  ('Kunstgrift ') 
there  was  now  much  ado  made,  it  being  treated  as  a  great  secret 

4  Arvid  Baeckstrom,  Rorstrand  och  Jess  tillverkningar  1726-1926,  Stockholm  (1930). 
pp.  69-70.  The  word  'tryckformarna',  here  translated  as  'methods  of  printing',  is 
very  vague,  and  may  refer  to  no  more  than  the  actual  plates  used.  See  p.  96 below. 
6  Hcrnmarck,  p.  107. 

11  Information  regarding  Berthevin's  activities  in  the  Palatinate  is  to  be  found  in 
I  mil  Heuser,  Porzellan  von  Strassburg  und  Frankenthal  im  Achtzehnten  Jahrhuudert, 
Ncustadt  .111  der  Haardt  (1922),  pp.  1  14  and  143. 

7W.  B.  Honey,  European  Ceramic  Art  .  .  .  ,1  Dictionary,  London  (1952).  s.v. 

*  Die  Kunst  tins  tit  lite  Porzellain  ;u  verfertigen,  I  lanover  (179K).  The  passage  dealing 

with  Berthevin  occurs  011  pp.  23-24. 
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.  .  .'  He  then  points  out  that  the  process  is  essentially  similar  to 
that  used  in  transferring  a  print  to  glass,  and  continues :  'The  whole 
secret,  however,  was  soon  revealed,  so  that  one  workman 
whispered  to  the  next  that  one  fixed  the  print  on  the  porcelain 
with  white  of  egg.9  In  relating  how  the  trials  of  this  colour- 
printing  turned  out,  however,  I  must  acknowledge  that  those 
colours  which  had  very  little  flux  added  succeeded  nicely,  whereas 
those  which  had  their  usual  addition  of  flux,  and  which  constituted 
the  greater  part  of  the  colours,  yielded  a  poor  impression,  the 
passages  where  the  copper-plate  showed  fine  detail  failing  com- 
pletely. Only  the  so-called  'Feme'10 — a  colour  which  was  only 
used  for  outlining  and  hatching  the  green  pigment,  and  which 
had  very  little  flux  added — turned  out  a  complete  success.'11  This 
account  clearly  relates  to  overglazc-printing  in  enamel-colours, 
which  seems  definitely  not  to  have  been  a  success  on  the  Franken- 
thal  hard-paste  porcelain.  Far  more  important,  however,  was 
Bcrthevin's  use  of  blue-printing  on  the  raw  porcelain  before 
glazing.  In  all  the  reports  to  the  Electoral  Government,  stress  is 
laid  on  this  process,  which  Bcrthcvin  considered  his  greatest 
secret,  and  which  he  swore  he  had  not  divulged  to  any  living  soul 
other  than  the  mysterious  widow  Pinct,  who  accompanied  him 
on  his  travels  and  purported  to  be  his  sister.  Together  they  were 

!l  This  is  borne  out  by  Bcrthevin's  recipe  book,  cit.  Meyer  de  Schmid,  p.  73. 
1(1  This  word  means  'Distance',  and  in  the  context  may  be  taken  in  the  sense  of 
'offscape',  to  represent  the  delineation  of  the  scene  as  opposed  to  the  washes  of 
(green)  colour  over  it :  but  it  may  have  a  completely  different  and  obscure  meaning. 
"  This  presumably  was  a  black  pigment  such  as  Berthevin  had  been  used  to  at 
M.uicberg.  A  contract  between  lierthevin  and  the  Electoral  Government  dated 
30th  December,  1769,  refers  specifically  to  a  beautiful  black  and  green  of  which  he 
had  already  supplied  examples.  His  recipe  book  contains  two  formulae  for  'a 
black  for  printing'  (information  kindly  supplied  by  Mile.  M.  Brunet), 


1.  Covered  vase,  faience  painted  with  flowers  in  high-temperature  blue, 
and  printed  with  birds  and  insects  in  black  over-glaze.  Mark:  three  crowns 
and  '8  MB— E  18/1 :  66  3.'  Marieberg,  dated  18th  January,  1766.  Height 
9  in.  National  Museum,  Stockholm. 

2.  Base  for  a  cruet,  faience  showing  crest  printed  in  outline  but  not  over- 
painted,  from  the  de  Breteuil  service.  Mark:  three  crowns,  MB  in  mono- 
gram, 'B'  \  i  68',  and  'BL  NV.'  Marieberg,  dated  14th  October,  1768. 
Length  about  13.I  in.  National  Museum,  Stockholm. 

3.  Plate,  hard-paste  porcelain  with  printed  decoration  in  underglaze-blue. 
Mark:  'CT'  (  in  monogram)  and  'H  7',  in  underglaze-blue:  'P  and  'o', 
incised.  Frankenthal,  probably  1770.  Diameter  9  in.  Historisches  Museum 
der  Pf'alz,  Speyer-a;n-Rhein. 

obliged  to  sign  a  statement  in  the  following  terms:  'Je  faisserment 
de  n'avoir  donnc  a  personne  dans  l'univers  le  secret  de  l'impres- 
sion  de  la  porcclaine  en  bleu  sur  le  biscuit  et  de  n'avoir  donne 
celui  de  l'imprimer  sur  la  glasure  que  dans  la  fabnque  de  Suede'. 

Although  it  has  been  decried,  Berthevin's  process  of  underglaze- 
blue  printing  on  hard-paste  porcelain  was  a  genuine  achievement. 
That  it  was  actually  practised  we  know  from  preserved  examples 
(No.  3)  12,  although  it  is  probable  that  the  hostility  of  the  factory 
staff  to  the  new  process  soon  led  to  its  suppression. 

One  of  the  terms  of  Berthevin's  contract  was  that  in  return  for 
divulging  his  secrets  of  transfer-printing,  he  should  be  assisted  to 
set  up  a  factory  in  the  Palatinate  for  making  faience  and  cream- 
coloured  earthenware  which  could  be  decorated  by  the  printing 
process  (but  not  in  blue).  Mosbach  was  finally  selected  as  the  site 
for  this  new  factory. 

The  faience  factory  at  Mosbach  was  started  by  Berthevin  in 
1770,  but  he  left  in  1772.  In  this  time  very  little  progress  appears 
to  have  been  made,  and  Johann  Samuel  Friedrich  Taemiich,  who 
succeeded  him  in  1774,  made  it  clear  in  a  memorandum  that  the 
factory  had  hardly  got  going  under  Berthevin.13  Very  little 
printing  can  have  been  done  there.14 

After  1772  Berthevin  again  disappears  from  the  ceramic 
record.  In  1 774,  however,  he  appears  to  have  applied  in  vain  for  a 
post  at  Sevres.15  In  1775  he  was  installed  as  Director  of  the 

'-'  Heuser,  figs.  152,  153. 

1:1  Heuser,  p.  1 14. 

1 1  See  Hofmann,  p.  1  58. 

18  Cte.  X.  de  Chavagnac  et  Mis.  de  Grollier,  Histoire  des  Manufactures  francaises  de 
porcelaine,  Paris  (1906), "p.  529. 
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5 


4.  Plate,  faience  with  printed  decoration  in  black.  Mark:  'Rbrst.  I  1/4 
XXXL'  in  purple:  'HS'  incised.  Rorstrand,  about  1770.  Diameter  g'j  in. 
Rohsska  Konstslojdmuseum,  Gothenburg. 


5.  Plate,  faience  with  printed  decoration  in  black.  Unmarked.  Rorstrand, 
about  1770.  Diameter  9jJ  in.  Rohsska  Konstslojdmuseum,  Gothenburg. 


6.  Basket,  faience  with  printed  decoration  in  black.  Mark:  three  crowns, 
'MB'  in  monogram,  '4  •  5  |;  71'  and  interlaced  C's.  Length  8j  in.  Marie- 
berg,  dated  6th  June  1771.  Rohsska  Konstslojdmuseum,  Gothenberg. 


'poteries  pour  les  Colonies'  at  the  Chateau  de  Chaumont.16  In 
March  of  that  year,  Parent,  Intendant  of  the  royal  porcelain 
factory  at  Sevres,  wrote  to  Le  Ray,  the  proprietor  of  Chaumont, 
asking  him  for  the  loan  of  Berthevm's  services  for  a  short  while. 
The  request  was  granted,  and  a  little  later  Parent  wrote  to  Le 
Ray:  'M.  Berthevin  should  demonstrate  to  Madame  de  Chau- 
mont his  talent  for  printing  an  engraving  in  red  camaieu  on  the 
bottom  of  a  Chinese  porcelain  plate,  or  on  some  other  porcelain 
base,  which  he  will  fire  to  fix  the  colour.  This  trial  should  be 
undertaken  in  order  to  inspire  confidence  in  the  possibility  of 
printing  on  porcelain.  If  he  wishes,  I  will  send  him  some  reject 
plates  of  faulty  porcelain  for  him  to  try  with.'17 

There  can  be  little  doubt  that  it  was  to  demonstrate  this  pro- 
cess that  Parent  required  the  services  of  Berthevin  in  March,  1775, 
for  the  first  service  of  Sevres  with  printed  decoration  was  ordered 
about  1776-77  for  the  Empress  Catherine  II  of  Russia.18 

In  May,  1775,  Berthevin  wrote  to  Parent  again  offering  his 
services  to  the  Sevres  manufacture,  but  again  they  were  declined. 
In  July  of  the  following  year  he  wrote  once  more,  this  time 
offering  to  impart  certain  ceramic  secrets,  and  revealing  that  he 
was  a  very  sick  man.  Two  months  later  he  was  dead.  Ironically 
enough,  the  little  notebook  containing  his  secrets  was  sent  to 
Parent  by  the  Abbe  who  had  buried  him,  in  return  for  a  gratuity 
to  the  sister  who  had  cared  for  him  in  his  last  illness.11'  On  pp.  30- 
31  of  this  book  is  Berthevin's  recipe  for  printing  on  porcelain.-" 

16  Meyer  de  Schmid,  p.  74. 

17  ibid.,  pp.  74-5. 

18  ibid.,  p.  75. 

Iu  ibid.,  pp.  76-77. 
20  ibid.,  pp.  73-74. 


It  is  clear  from  all  this  that  during  the  last  five  years  of  his 
working  life  Berthevin  was  indeed  an  expert  in  the  technique  of 
printing  on  ceramic  materials.  If,  however,  he  learned  it  at  Marie- 
berg  in  the  period  1766-69,  he  cannot  claim  to  be  its  originator 
on  the  Continent.  There  are  several  pointers  to  suggest  that  this 
is  the  true  state  of  affairs.  Hofmann  hinted  that  Berthevin  might 
have  learned  the  craft  of  printing  in  England,21  and  this  suggestion 
is  taken  up  and  strengthened  by  later  writers.2-  There  seems, 
however,  to  be  no  more  evidence  for  this  assumption  than  for 
that  which  accredits  him  with  a  period  of  work  at  Mennecy. 
Furthermore,  it  is  clear  that  when  he  was  taken  on  at  Mancberg 
he  was  thought  of  primarily  as  a  modeller  and  secondarily  as  an 
arcanist.  In  the  records  of  the  'manufaktur-kontor'  (Office  ol 
Manufactures)  for  1765  it  says  of  Berthevin  that  he  'is  held  to  be 
especially  clever  at  modelling  and  throwing'.23  In  his  contract, 
dated  9th  January,  1766,  Berthevin  undertook  to  make  models  of 
all  kinds  for  porcelain,  faience  and  cream-coloured  earthenware. 24 
He  appears  to  have  been  called  m  to  replace  fohann  Buchwald, 
who  was  primarily  a  modeller,  as  well  as  being  an  arcanist,  on 


21  op.  tit.,  p.  87. 

22  e.g.  Hernmarck,  op.  tit. 

23  1  lernmarck,  p.  104. 
M  ibid. 
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7.  Potpourri  vase  and  cover,  faience  with  printed  decoration  in  black,  after  Boucher  (see  No.  8).  Marks: 
three  crowns,  'MB'  in  monogram,  and  'B  '!  68  BE  -' Marieberg,  dated  gth  February  1768.  Height  15  1  in.  Rijhsska 
Konstsldjdmuseum ,  Gothenburg. 


8.  Engraving  L' 'Amour  Vendangeur  by  Etienne  Fessard  after  F.  Boucher.  About  1760.  Victoria  and  Albert  Museum. 


the  latter's  leaving  Marieberg  for  Eckernforde,  in  Schleswig- 
Holstein.25  Berthevin  is  known  to  have  made  a  number  of  models 
for  Marieberg,'-6  and  when  he  got  to  Mosbach,  his  first  pre- 
occupation appears  to  have  been  with  'expensive  models  and 
moulds  for  groups'.27  Had  Berthevin  understood  the  printing 
process  in  1765,  it  would  surely  have  been  one  of  the  chief  strings 
to  his  bow,  and  could  hardly  have  failed  to  be  mentioned  in  his 
contract.  When  he  went  to  Frankenthal,  it  was  this  secret  above 
all  that  he  desired  to  purvey. 

The  evidence  in  favour  of  Stenman  should  now  be  considered. 
In  the  passage  from  Strale,  to  which  allusion  has  already  been 
made  (Note  1)  and  on  which  the  traditional  view  is  based,  the 
words  run:  'Anders  Stenman  transferred  from  Rorstrand  to 
Marieberg  .  .  .  taking  with  him  a  discovery  which  he  had  made 
of,  ns  the  words  run,  "printing  with  ink"  (my  italics).  Strife's 
pioneer  work  was  largely  based  on  archival  research,  and  it  can 
only  be  assumed  that  when  he  writes  'as  the  words  run',  he  is 
quoting  from  a  document  which  has  since  been  lost  to  sight:  this 
assumption  is  vastly  strengthened  by  the  fact  that  he  spells  the 
Swedish  word  for  indian  ink  ('tusch')  as  if  it  were  a  French  word 

25  K.  Hueseler,  Geschichte  tier  Schleswig-Hohteiuisilien  l-iiyvnce-XLuuilalitiiren  im  iK. 
Jahrhimdert,  Breslau  (1929),  pp.  39-40,  47. 
-6  Hernmarck,  pp.  107,  1 17-119.  129. 
27  Heuser,  p.  1 1 4. 


('touche'),  and  is  almost  certainly  transcribing  the  actual  words  of 
the  original.-" 

Anders  Stenman  was  an  apprentice  painter  at  Rorstrand  in 
1752,  and  became  a  journeyman  there  in  1 7 5 5 . 2 !'  In  1759  he 
applied  for  permission  to  transfer  to  Marieberg,  but  was  refused. 
In  a  taxation  document  of  1767  he  is  shown  as  still  at  Rorstrand; 
but  in  the  corresponding  list  for  1768  he  is  shown  as  at  Marieberg. 
If  Stenman  was  the  inventor  of  the  printing  process  at  Rorstrand, 
it  may  be  asked,  how  came  it  that  the  painted  and  printed  Marie- 
berg vase  referred  to  above  is  dated  18th  January,  1766?  This 
objection  is  easily  overcome.  It  was  the  habit  at  Marieberg  to 
mark  even  pieces  which  were  destined  to  be  left  undecorated, 
these  marks  being  111  high-temperature  blue  and  fired  with  the 
glaze.  In  the  event  of  enamel  decoration  being  added,  the  painter 
normally  annexed  his  mark  in  enamel.  The  Marieberg  vase  in 
question,  after  having  been  lost  to  sight  subsequently  to  being 
sold  in  1926,  has  recently  been  acquired  by  the  National  Museum, 

28  I  .1111  indebted  to  Froken  Kami  Melin,  Assistant  Librarian  at  the  National 
Museum,  Stockholm,  for  advising  me  that:  'The  Swedish  word  "tusch"  meaning 
a  black  colouring-stuff  is  a  loan-word  from  the  German.  The  German  word 
"tusche"  has  also  a  more  general  meaning  of  colour  and  the  German  verb  "tuschen" 
—to  p. i:nt  with  "tusch"— is  probably  derived  from  the  French  verb  "toucher"  in 
the  meaning  "to  lay  on  colour".  As  it  was  very  common  to  use  the  French  way  of 
spelling  in  Sweden  in  the  eighteenth  century  it  is  very  likely  that  they  would  have 
preferred  to  spell  the  word  "touche"  '. 

29  Rorstrand  factory  archives.  In  1 7 s s  he  was  still  .111  apprentice,  at  the  age  of  17 
Later  that  year  he  is  shown  as  a  journeyman,  with  the  comment:  'Slow  worker  . 
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Stockholm  (No.  i).  It  is  decorated  in  high-temperature  blue  with 
sprays  and  sprigs  of  flowers,  and  it  is  fairly  evident  that  the  printed 
decoration  has  been  added  without  great  regard  to  the  propor- 
tions of  the  spaces  available  (note  especially  the  large  butterfly  to 
the  left  of  the  illustration).  It  is  evident  that  the  vase  is  an  experi- 
mental piece,  for  it  is  quite  abnormal  for  Marieberg  faience  to  be 
decorated  with  printing  combined  with  decoration  in  other 
colours  (apart  from  the  great  de  Breteuil  service).30  The  most 
likely  explanation  of  these  exceptional  features  is  that  the  vase 
was  originally  considered  complete  with  only  its  flower 
decoration,  and  that  it  was  withdrawn  from  stock  for  purposes  of 
experiment  with  the  new  technique.  There  is  therefore  nothing 
against  the  printed  decoration's  being  somewhat  later  than  the 
date  inscribed  on  the  vase.31 

There  is,  furthermore,  another  difficulty  in  the  way  of  the 
supposition  that  Bcrthevin  originated  ceramic  printing  in  Swe- 
den. This  is  that  the  technique  was  certainly  practised  at  Ror- 
strand  (Nos.  4  &  5).  The  situation  is  readily  understandable  if 
Stenman  went  from  Rorstrand  to  Marieberg  with  his  secret;  less 
so  if  Bcrthevin  originated  the  process  at  Marieberg. 

There  is,  furthermore,  one  special  feature  of  the  Rorstrand 
printed  wares  which  has  not  apparently  hitherto  attracted  any 

30  See  Meyer  de  Schmid,  I.e.,  and  No.  2  here. 

31  Hernmarck,  p.  136. 


attention.  It  is  that  many  of  them  (e.g.  No.  5)  have  the  impressed 
or  incised  marks  'S'  or  'HS'  (or  perhaps  'SH').  If  the  mark  is 
indeed  'HS',  it  is  difficult  to  resist  the  conclusion  that  the  letters 
stand  for  'Henrik  Sten',  the  senior  journeyman  ('verkgesall')  at 
the  factory.  This  man  was  an  apprentice-thrower  at  Rorstrand  in 
the  late  1740's  and  became  a  journeyman-thrower  111  1753  or 
1 754. 32  In  September,  176S,  he  transferred  to  the  Marieberg 
factory,33  where  he  was  destined  to  succeed  Bcrthevin  as  manager, 
on  the  latter's  absconding  in  1769.  In  1767,  the  manager  of  the 
Rorstrand  factory  was  Jakob  Orn,  who  had  previously  been  a 
journeyman  painter.  "  It  is  therefore  extremely  probable  that 
Sten  was  in  effective  charge  of  the  throwing-  and  moulding-shop, 
where  an  incised  or  impressed  mark  would  necessarily  be  made  if 
it  were  to  be  added  at  all  (normally  these  marks  'en  cru'  arc 
accompanied  by  other  marks  in  high-temperature  blue  or  en- 
amel colours).  The  exact  significance  of  these  marks  appearing 
on  the  pieces  destined  for  printing  is  obscure.35  They  may  very 
well,  however,  denote  the  use  of  some  special  body  adapted  to 
the  glaze  on  which  the  printing  occurs  (it  is  a  notable  feature  of 

3!  The  Rorstrand  factory  archives  show  him  as  an  apprentice  thrower  in  1752,  but 
as  a  journeyman  thrower  in  1754.  In  1755  he  is  characterised  as  a  'good-natured 
and  industrious  worker". 

33  Bacckstrom,  p.  3  1 . 

34  Bacckstrom,  p.  29. 

35  It  does  appear  occasionally  on  pieces  w  ith  other  types  of  decoration  (1/.  Bacck- 
strom, p.  113),  but  is  far  more  common  on  printed  faience. 


9.  Engraving  I.e  Feu  by  J.  Daulle  after  F.  Boucher,  about  1760.  Victoria 
iiiul  Albert  Museum. 

10.  Plat-de-menagc,  faience  with  printed  decoration  in  black,  after  Boucher 
(sec  No.  9).  Marks:  three  crowns  'MB'  in  monogram,  '  72  4  w  5.' 
Marieberg,  dated  28th  March  1772.  Length  21J  in.  Rohsska  Konstslbjd- 
museum,  Gothenberg. 
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iia.  Stand  for  a  flat-iron  made  from  an  engraved  copper- 
plate (a)  inscribed  Anno  177J  Mariaeberg  Stockholm;  (b) 
reverse  with  unfinished  engraving  of  higher  quality  than  that 
shown  in  11(a).  Nordaska  Museet,  Stockholm.  Photo  of  11(a) 
National  Museum,  Stockholm. 


the  printed  Rorstrand  faience,  for  example,  that  it  frequently 
takes  on  a  pinkish  tone,  although  this  is  admittedly  not  peculiar  to 
it  alone).  Whatever  the  significance  of  the  incised  or  impressed 
marks  to  the  technical  working  of  the  factory,  they  have  con- 
siderable chronological  importance,  if  indeed  they  stand  for  'Sten' 
or  'Henrik  Sten' :  for  since  he  transferred  to  Marieberg  in  Sept- 
ember, 1768,  it  would  follow  that  the  Rorstrand  plates  with  these 
marks  were  made  before  that  date.36  Since  printing  at  Marie- 
berg was  still,  on  nth  April,  1768,  evidently  only  in  a  compara- 
tively experimental  stage  (see  above,  p.  91),  it  is  difficult  to  see 
how,  if  the  process  was  copied  at  Rorstrand  from  Marieberg,  it 
could  have  been  developed  at  the  former  factory  in  the  brief 
space  of,  at  most,  some  six  months.  On  the  hypothesis  that  Sten- 
man  was  the  inventor,  however,  the  story  is  easy  to  understand. 
The  process  was  evolved  at  Rorstrand37  for  some  time  prior  to, 
say,  the  end  of  1767;  then,  on  Stenman's  moving  to  Marieberg, 
taken  up  and  perfected  at  the  latter  factory.  This  order  of  events 
would  also  account  for  the  superior  quality  of  the  printing  at 
Marieberg  (Nos.  6,  7,  10),  where  there  was  time  to  adapt  and 
perfect  an  invention  already  partially  developed  elsewhere. 
Berthevin's  role  in  the  affair  would  no  doubt  lie  in  the  more 
tasteful  selection  of  subjects  for  printing  (Nos.  7-10)38  and  in 
assuring  a  higher  quality  of  engraving — both  spheres  in  which,  as 
a  Frenchman,  he  would  have  the  advantage  of  his  Swedish 
colleagues.  That  there  was  some  decline  in  standards  after  his 
departure  is  suggested  by  a  curious  object  in  the  Nordiska  Museet, 
Stockholm  (No.  n).  This  is  an  iron-rest,  formed  from  what  was 
clearly  once  an  engraved  copper-plate  from  the  Marieberg 
factory;  for  in  the  lower  margin  on  one  side  (No.  na)  are 
engraved  the  words:  Anno  1773.  Mariacberg  Stockholm.  The 
engraving  on  this  side  shows  a  lamentable  decline  in  quality  from 
that  of,  for  example,  the  pieces  here  illustrated  in  Nos.  7  and  10: 
since  the  reverse  (No.  nb)  is  much  better  engraved,  it  may  be 
supposed  that  an  old  plate  was  re-used  in  1773.  Neither  design,  so 
far  as  is  known,  is  found  on  any  existing  piece  of  Marieberg 
faience.39 

In  conclusion,  it  should  be  noted  that  at  the  end  of  August, 
1769,  Ehrenrcich  advertised  printed  wares  made  by  the  Stralsund 
manufacture.40  This  throws  little  light  on  the  situation  in  Sweden, 
for  Ehrenreich,  who  was  probably  in  contact  with  Marieberg 
throughout,  might  have  been  inspired  by  Marieberg's  example  to 
introduce  the  process  at  Stralsund.  It  is,  however,  not  improbable 
that  he  was  already  experimenting  with  it  before  his  departure 
from  Marieberg  in  1766,  possibly  in  liaison  with  Stenman  at 
Rorstrand.  The  germ  of  the  idea  may  even  have  been  with 
Stenman  in  1759,  when  he  applied  for  transfer  to  Marieberg. 


36  I  am  indebted  to  Dr.  Carl  Hemmarck  for  the  observation  that  both  printed  and 
painted  examples  of  Rorstrand  exist  which  are  marked  with  the  incised  'HS'  but 
dated  as  late  as  1773,  five  years  after  Sten's  transfer  to  Marieberg.  There  would, 
however,  be  nothing  against  the  decoration  at  a  later  date  of  biscuit  pieces  marked 
in  this  way. 

:"  It  has  been  pointed  out  by  W.  B.  Honey  (op.  (it.,  s.v.  Transfer-Printing)  that  the 
apparently  close  connections  between  Rorstrand  and  the  West  of  England  delft- 
ware  factories  might  account  for  the  transmission  of  this  technical  process. 
:!s  In  1767  Berthevin  had  obtained  permission  to  import,  duty-free,  'paintings, 
prints  and  drawings'  as  exemplars  for  the  Marieberg  painters'  shop. 

39  I  am  indebted  to  Dr.  Carl  Hemmarck  for  drawing  my  attention  to  this  object. 

40  Hemmarck,  p.  35:  R.  Marsson,  Die  Straknnder  Fayencefabrik,  1 757-yo,  Berlin 
(1928),  p.  44. 
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Gauntlets  and 

The  Meyrick  Society 


By  Sir  James  Mann 


I.  Gauntlet  of  hour-glass  form.  Italian,  second  half  of  the 
fourteenth  century.  Lent  by  Mr.  Claude  Blair. 


SECOND  only  in  interest  to  the  helmet  is  that  part  of  the 
harness  worn  by  our  forefathers,  which  was  designed  to 
protect  nature's  beautiful  piece  of  mechanism — the  hand.'  These 
words  formed  the  opening  sentence  of  the  Baron  de  Cosson's 
description  of  the  Exhibition  of  Gauntlets  organised  by  the  Royal 
Archaeological  Institute  in  1883  [Archaeological  Journal,  XII,  272). 
It  followed  the  classic  Exhibition  of  Helmets  and  Mail  of  1880. 

Three-quarters  of  a  century  later  the  Meyrick  Society,  a  small 
group  of  collectors  of  arms  and  armour,  of  which  the  Baron  de 
Cosson  was  a  corresponding  member,  celebrated  its  seventieth 
birthday  with  a  dinner  in  the  Hall  of  the  Armourers  and  Brasiers' 
Company  of  London  on  3rd  May,  i960.  The  Society  is  a  strictly 
private  one  and  holds  small  informal  monthly  meetings  111  the 
houses  of  members,  but  every  ten  years  it  has  formed  the  habit  of 
dining  together  and  enhancing  the  occasion  with  an  exhibition 
drawn  from  their  own  collections  or  those  of  their  guests  of  the 
occasion. 

In  193  1  (it  should  have  been  in  1930)  they  held  an  exhibition  of 
helmets;  in  1940  of  swords,  an  occasion  which  was  described  in 
The  Connoisseur  of  September  of  that  year;  and  in  1950  of  daggers. 
This  year  the  choice  fell  on  gauntlets.  It  has  always  to  be  some- 
thing small  enough  to  be  portable  and  yet  interesting  in  itself. 
One  can  hardly  envisage  an  exhibition  of  ear-pieces  or  of  tasscts, 
which  are  essentially  incomplete  when  apart  from  their  adjuncts. 

It  is  encouraging  to  sec  that  in  variety  and  even  in  quality  the 
exhibition  of  i960  compared  very  favourably  with  that  of  1883, 
and  this  after  fifty  years  of  intensive  collecting  by  wealth}-  in- 
dividuals and  rich  institutions  which  have  withdrawn  so  much 
material  from  the  market.  On  the  other  hand,  it  must  be  re- 
membered that  the  last  fifty  years  have  seen  two  great  wars,  a 
slump  and  an  inflation  that  have  resulted  in  the  release  to  the  sale 
rooms  of  a  vast  amount  of  material  which  was  firmly  locked  up 
in  the  armouries  of  the  historic  families  of  Europe  until  19 14. 

Pride  of  place  in  the  i960  exhibition  must  go  without  question 
to  the  rare  gauntlet  of  the  fourteenth  century  (No.  1)  contributed 
by  Mr.  Claude  Blair,  a  guest  of  the  Society.  It  is  made  in  one 


piece,  of  hour-glass  form,  with  flaring  cuff  which  enables  the 
wrist  to  be  bent  without  the  need  of  articulation.  Best  known  of 
its  class  are  the  twro  copper-gilt  gauntlets  hanging  with  the  Black 
Prince's  monument  in  Canterbury  Cathedral.  These  retain  a  few 
of  their  tiny  finger  plates.  The  well-known  examples  belonging 
to  the  great  family  Riistkaminer  of  Count  Trapp  at  Churburg,  are 
the  only  ones  apart  from  Mr.  Blair's  still  preserved  in  private 
hands.  There  are  also  the  well-known  pair  in  the  Ressman  Col- 
lection in  the  Bargello  at  Florence,  and  a  pair  which  Messrs.  D. 
and  R.  Gilyard  Beer  discovered  at  Ripon  Cathedral.  These  were 
published  in  The  Connoisseur  of  September,  1941,  where  the  present 
writer  gave  a  list,  so  far  as  could  then  be  compiled,  of  all  known 
specimens  of  this  rare  group. 

Mr.  Blair's  gauntlet  resembles  a  single  one  in  the  Bargello  in 
having  a  close-set  series  of  rivets  to  hold  the  lining  glove  placed 
round  the  edge  of  the  cuff.  It  was  until  recently  in  the  very  exten- 
sive collection  of  Signor  Luigi  Marzoli  at  Brescia,  who  obtained  it 
from  a  small  collection  of  arms  and  armour  in  an  old  house  near 
Pavia  called  Vescovera.  It  belongs  to  the  era  of  Sir  John  Hawk- 
wood,  the  famous  soldier  of  fortune  who  operated  in  North 
Italy  in  the  latter  years  of  the  fourteenth  century  in  the  pay  of 
one  city  state  or  another.  His  exploits  inspired  Conan  Doyle's 
The  While  Company.  On  which  side  was  Mr.  Blair's  gauntlet  one 
wonders:  On  Hawkwood's  or  della  Scala's;  So  great  was  the 
fame  of  the  'father  of  strategy'  that  Richard  II  gave  leave  to  his 
widow  to  have  his  body  transferred  to  England  and  he  was  buried 
at  Sible  Hedingham  in  Essex,  w  here  a  table-tomb  without  effigy 
in  a  canopied  recess  in  the  parish  church  is  traditionally  said  to 
be  his. 

After  this  splendid  beginning  it  is  regrettable  that  there  was  no 
example  to  illustrate  those  elegant  gauntlets  of  the  fifteenth 
century,  with  their  pointed  cuffs  and  delicate  rlutings  and  punch- 
ings  in  the  Gothic  style.  If  Mr.  Cripps-Day  had  not  generously 
presented  to  the  Tower  of  London  Armouries  some  fifteen  years 
ago  an  Italian  mitten  gauntlet  of  this  century  it  would  worthily 
haw  tilled  this  gap  in  the  sequenc  e.  Mr.  Cripps-Day,  one  of  the 
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2.  Pair  of  German  bell-cuffed  gauntlets  of  the  early  sixteenth  century.  Mr. 
Martin  Holmes. 

3.  Pair  of  German  fluted  gauntlets,  r.  1515.  Sir  James  Mann. 

4.  Fluted  gauntlet  with  the  Nuremberg  mark,  c.  1520.  Mr.  R.  T.  Gwynn. 

5.  Fluted  gauntlets  for  the  left  and  right  hands,  contemporary,  not  a  pair, 
German,  r.  1520.  Mr.  J.  F.  Hayward. 

6.  Gauntlet  embossed,  etched  and  gilt,  from  the  Radziwill  Armoury. 
German,  c.  1515.  Sir  James  Mann. 

7.  Mitten  Gauntlet,  German,  c.  1520-30.  Mr.  William  Reid. 

8.  Mitten  Gauntlet,  German,  c.  1535.  Mr.  Howard  L.  Blackmore. 

9.  Gauntlet,  embossed  with  acanthus  and  parcel  gilt.  Milanese,  c.  1535-40. 
Mr.  A.  R.  Dufty. 
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two  Vice-Presidents  of  the  Meyrick  Society,  is  its  oldest  member, 
having  been  elected  in  191 5.  Those  were  the  days  when  Sir  Guy 
Laking  could  generally  be  counted  on  to  exhibit  something 
exceptional  at  the  monthly  meetings  and  whose  hospitality  to 
members  has  become  legendary. 

The  sixteenth  century  was  richly  represented  at  Armourers' 
Hall.  This  is  a  period  about  which  we  know  much  more  than  we 
did  forty  years  ago.  The  German  armourers  of  that  time  are  no 
longer  merely  names  to  us.  Modern  research  has  been  able  to 
isolate  much  of  their  work  from  the  mass  of  anonymous  pro- 
ductions. The  exhibition  devoted  to  the  Innsbruck  armourers 
held  in  that  city  in  1954  was  particularly  enlightening,  thanks  to 
the  labours  of  Dr.  Bruno  Thomas  and  Dr.  Ortwin  Gamber. 

Mr.  Martin  Holmes,  the  present  Secretary  of  the  Society,  lent 
a  pair  of  bell-cuffed  mitten  gauntlets  with  plain  borders  of  the 
early  years  of  the  sixteenth  century  (No.  2).  The  only  decoration 
takes  the  form  of  lines  of  engrailing. 

There  were  several  examples  of  the  fluted  gauntlets  typical  of 
many  German  armourers  of  the  first  quarter  of  the  century.  One 
pair  (No.  3)  lent  by  the  President,  has  the  flutes  grouped  in  threes, 
the  broad  knuckle-plate  is  embossed  en  torsade,  and  the  borders 
are  twisted  in  an  elongated  form  rather  than  roped.  They  date 
from  c.  1 5 1 5  and  came  from  the  collection  of  the  late  Sir  Henry 
Farnham-Burke,  Garter  King  of  Arms.  Slightly  later  in  date  is 
the  single  gauntlet  belonging  to  Mr.  R.  T.  Gwynn  (No.  4)  which 
bears  the  guild-mark  of  Nuremberg  on  the  border  of  the  cuff  and 
another  mark,  that  of  the  armourer.  Very  similar  to  it  are  two 
fluted  gauntlets,  for  left  and  right  hands,  a  second  glance  at  which 
shows  that  they  are  not  a  pair;  for  the  right  hand  one  has  es- 
calloped  borders  to  the  lames.  These  were  lent  by  Mr.  J.  F.  Hay- 
ward  (No.  5). 

The  gauntlet  for  the  right  hand  (No.  6)  lent  by  the  President  has 
a  narrow  tubular  cuff  and  is  etched  and  gilt  with  bands  of  orna- 
ment consisting  of  rosettes,  parallel  bars  and  engrailing.  It  came 
from  the  large  armoury  of  Prince  Radziwill  at  Niecwicz.which 
was  sold  at  Christie's  on  29th  June,  1926  (Lot  126).  In  the  same 
sale  (Lot  69)  was  a  detached  visor  with  similar  ornamentation 
and  both  must  have  formed  part  of  a  complete  armour  of  un- 
usual character.  The  nearest  parallel  seems  to  be  the  boy's  armour 
of  Charles  V  at  Vienna  which  was  the  work  of  Konrad  Seusen- 
hofer  of  Innsbruck  (c.  1512-14).  An  unflutcd  gauntlet  of  this 
period  was  exhibited  by  Mr.  William  Reid  (No.  7).  It  is  plain  but 
for  occasional  lines  of  toothed  ornament  and  the  cuff  is  encircled 
with  a  double  band  of  roping.  Another  solidly-made  example  of  a 
plain  mitten  gauntlet  was  lent  by  Mr.  H.  L.  Blackmore  (No.  8), 
also  a  guest.  It  must  be  a  little  later  in  date,  perhaps  dating  from 
the  1530's,  for  the  cuff  is  pointed  but  not  acutely.  Note  the  arc- 
shaped  'shoulders'  at  the  knuckles  and  the  planes  on  the  cuff. 
These  connect  it  with  certain  armours  of  the  period,  e.g.  in  the 
Wallace  Collection. 

So  far,  with  the  exception  of  Mr.  Blair's  fourteenth-century 
gauntlet,  all  the  exhibits  have  been  of  German  make,  but  Mr. 
A.  R.  I  )ufty,  a  past  Secretary  of  the  Society,  changed  the  sequence 
with  a  fingered  right-hand  gauntlet  that  must  have  belonged  to 
an  Italian  armour  of  great  richness  (No.  9).  The  florid  embossing 
takes  the  form  of  acanthus  leaves  in  relief,  black  on  a  gilt  ground, 
and  the  metacarpal  plates  and  finger  lames  are  embellished  with 
foliated  ornament,  also  gilt.  It  retains  part  of  its  original  lining 
glove.  One  thinks  in  this  connection  of  the  work  of  Caremolo 
Modrone  of  Milan,  who  was  armourer  to  the  Dukes  of  Mantua 
until  1543.  His  work  can  be  seen  in  the  rich  gift  of  armour  which 
the  Duke  of  Mantua  gave  to  the  Emperor  Charles  V  in  1  536  and 
is  still  preserved  in  the  Real  Armeria  at  Madrid.  This  gauntlet  was 


formerly  in  the  Cozens-Smith  and  W.  H.  Fenton  Collections. 

We  come  now  to  two  exhibits  with  English  connections. 
Firstly  to  a  pair  of  gauntlets  of  modern  workmanship  made  by 
Mr.  E.  H.  Smith  and  M.  A.  Davies  in  the  workshop  of  the 
Tower  of  London  to  complete  the  Greenwich  armour  of  Lord 
North  (No.  11).  The  original  gauntlets  have  long  been  lost,  and 
the  truncated  arms  always  looked  ungainly  without  them.  Restor- 
ation is  often  debatable,  but  when  it  does  not  involve  touching 
the  old,  and  in  this  case  comforts  the  eye  by  completing  an 
ensemble,  it  is  fully  justifiable.  And  especially  so  when  the  work 
has  been  so  finely  carried  out,  as  in  this  case,  requiring  both 
consummate  skill  in  a  difficult  medium  and  sympathetic  under- 
standing of  forms  in  three  dimensions.  To  assist  in  making  them 
a  Greenwich  gauntlet  preserved  in  the  church  of  Wootton  St. 
Laurence,  Berkshire,  was  very  kindly  lent  for  the  purpose  by  the 
Vicar  and  Churchwardens. 

Also  historically  English,  though  probably  made  abroad,  is  a 
pair  of  mittens  from  the  last  surviving  hereditary  armoury  in 
England  outside  the  Royal  Collection  (No.  12).  These,  lent  by 
the  President,  come  from  the  armoury  of  the  Earls  of  Pembroke 
at  Wilton  House,  which  was  dispersed  in  1917,  1921  and  1923. 
They  are  typical  of  a  whole  group  of  armour  that  probably  was 
worn  by  the  retainers  which  the  first  Earl  took  with  him  to  the 
campaign  of  St.  Quentin  in  1 557,  when  he  was  sent  by  Mary  I  to 
support  her  husband,  Philip  of  Spain,  in  his  contest  with  the 
King  of  France.  The  whole  group  has  been  discussed  in  The 
Connoisseur  for  July,  1939.  The  forms  are  strongly  Italian  of  the 
period,  but  recent  opinion  has  suggested  Flemish  imitation. 
Whether  the  armour  was  bought  in  London  or  at  Antwerp  to 
fit  out  the  expedition,  or  brought  back  as  loot,  is  unknown.  Thev 
arc  blunt  mitten  gauntlets  in  the  old  style,  with  curiously  straight 
planed  cuffs  flaring  only  at  the  borders. 

The  Royal  workshops  at  Greenwich  were  further  represented 
by  a  single  gauntlet  for  the  left  hand  lent  by  Mr.  Claude  Blair 
(No.  10).  Its  Greenwich  origin  is  recognisable  by  the  typical 
formation  of  the  base  of  the  thumb.  The  central  ridge  running 
from  the  point  of  the  cuff  to  the  knuckles  is  given  a  graceful 
twist  to  the  left. 

Dr.  Richard  Williams,  a  knight  of  the  Order  of  St.  |ohn  and 
Vice-President  of  the  Meyrick  Society  for  over  twenty  years, 
possesses  one  of  the  largest  private  collections  of  armour  in  tins 
country.  It  contains  items  purc  hased  at  most  of  the  London  sales 
of  the  last  fifty  years.  I  [e  lent  to  the  exhibition  three  examples  of 
special  interest.  Two  of  them  are  locking  gauntlets,  so  called 
because  the  mitten  covering  the  fingers  of  the  right  hand  was 
prolonged  so  that  it  could  be  bent  over  and  fastened  by  a  turning 
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10.  Gauntlet  made  in  the  Royal  Workshops 
at  Greenwich,  c.  1590.  Mr.  Claude  Blair. 

11.  Pair  of  gauntlets  made  in  1958  by  Mr. 
E.  H.  Smith  and  M.  A.  Davies,  repairers  in 
the  workshop  of  the  Armouries  of  the 
Tower  of  London,  for  the  Greenwich 
armour  of  Lord  North,  r.  1550. 

12.  Pair  of  gauntlets,  c.  1550,  from  the 
armoury  of  the  Earl  of  Pembroke  at  Wilton 
House,  Italian  or  Flemish.  Sir  James  Matin. 

13.  Locking  gauntlet  for  the  right  hand, 
russet,  etched  and  gilt.  South  German,  r. 
1560.  Dr.  Richard  Williams. 

14.  Locking  gauntlet  for  the  right  hand, 
with  etched  decoration.  German,  r.  1560. 
Dr.  Richard  Williams. 
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15.  Duelling  gauntlets  of  mail  known  as  a 
guanti  di  presa.  Dr.  Richard  Williams. 
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16.  Pair  of  gauntlets,  Italian,  c.  1570.  Mr. 
Martin  Holmes. 

17.  Elbow  gauntlet  for  the  left  (bridle) 
hand.  English  of  the  time  of  the  Civil  War, 
mid-seventeenth  century.  Mr.  Martin 
Holmes. 
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pin  to  the  cuff  on  the  underside  of  the  wrist.  This  prevented  a 
weapon  from  being  dropped  or  struck  from  the  hand.  Both  the 
examples  which  he  lent  must  have  formed  part  of  important  suits. 
One  (No.  13)  is  russetcd,  etched  and  gilt  with  a  central  band  of 
leaves  on  a  granular  ground,  bordered  with  a  bold  pattern  of 
crescents  with  sharp  points  between  them.  This  particular  motif 
occurs  on  an  incomplete  armour  in  the  Royal  Armoury  at  Turin 
(No.  C  25,  240,  241);  on  a  boot  stirrup  at  the  Tower  of  London, 
a  gift  of  Mr.  Cripps-Day;  and  in  a  portrait  of  an  unknown 
commander  by  Van  Dyck  in  the  Picture  Gallery  at  Vienna. 
Other  examples  of  it  occur  elsewhere.  This  gauntlet  has  a  disting- 
uished provenance,  having  been  in  the  Morgan  Williams 
(Christie's,  1921)  and  Lockett  (Sotheby's,  1943)  Collections.  The 
other  locking  gauntlet  (No.  14)  is  etched  with  a  broad  band  of 
flowing  ornament,  with  monsters'  heads  ending  in  interlacing 
toll  age,  and  fruit,  all  on  a  granular  ground.  With  a  little  research 
the  group  to  which  it  belongs  can  undoubtedly  be  traced.  It 
came  from  the  celebrated  collection  of  Mr.  Clarence  Mackay  of 
Long. Island  (Christie's,  1939). 

I  )r.  Williams  also  lent  two  mail  gauntlets  (No.  1  s)  of  the  kind 


in  1 


i8.  Pair  of  Kote,  Japanese  mail  sleeves  with  gauntlets  attached.  Made  by 
Miyochin  Muneyasu,  c.  1550.  General  Sir  Francis  Festing. 


known  as  a  guanti  di  presa,  worn  by  duellists  to  grasp  the  blade  of 
the  opponent's  sword.  This  may  not  be  our  idea  of  fencing  today, 
but  at  the  end  of  the  sixteenth  century  there  were  many  varieties ; 
fighting  with  sword  and  dagger,  with  a  sword  in  each  hand,  or 
sword  and  cloak  in  the  left  hand.  Dr.  Williams'  examples  retain 
their  original  canvas  gloves. 

Mr.  Martin  Holmes  lent  a  pair  of  plain,  late  sixteenth-century 
gauntlets  (No.  16)  which  were  on  an  Italian  armour  of  about  1570 
which  came  originally  from  the  Duke  of  Osuna's  collection.  Also 
from  Mr.  Holmes  came  the  last  exhibit  in  point  of  date  (No.  17) : 
an  elbow  gauntlet  as  worn  on  the  left,  or  bridle  arm,  at  a  time 
when  armour  was  falling  into  disuse  and  horsemen  wore  a  buff 
coat  with  triple-barred  helmet  and  a  cuirass  at  the  time  of  the 
Civil  War. 

Lastly,  a  welcome  if  exotic  note  was  struck  by  an  exhibit  from 
the  Far  East  lent  by  General  Sir  Francis  Festing  (No.  18),  who 
possesses  the  best  private  collection  of  Japanese  swords  in  Great 
Britain.  This  was  a  pair  of  Kote,  sleeves  of  mail  with  gauntlets 
attached,  made  by  Miyochin  Muneyasu  about  1550.  The  rever- 
ence which  the  Japanese  pay  to  their  ancestral  weapons,  and  the 
respect  with  which  the  names  of  the  craftsmen  are  remembered, 
has  led  to  the  excellent  preservation  of  this  and  many  other 
examples  of  a  specialist  craft  in  which  the  Japanese  smiths  excelled. 

There  were  in  all  18  exhibits.  This  was  a  smaller  total  than  the 
49  of  1883,  but  I  venture  to  think  more  choice.  There  was  no 


exhibit  common  to  both.  Most  of  the  exhibits  of  1883  were  lent 
by  Frederick  Weekes,  and  a  word  might  be  added  here  to  keep 
his  memory  alive.  He  was  a  keen  collector,  despite  very  limited 
means,  and  was  by  all  accounts  a  formidable  character,  living 
with  a  daughter  in  an  attic  with  rows  of  tame  birds  perched  on 
the  beams.  He  had  a  good  practical  knowledge  of  the  subject  as  it 
was  then  understood.  He  was  the  son  of  Henry  Weekes,  R.A. 
(1807-1877)  the  Victorian  sculptor,  a  pupil  of  Behnes  and  assistant 
to  Francis  Chantrey.  Henry's  best-known  work  today  is  probably 
the  marble  monument  to  the  poet  Shelley  in  Christ  Church, 
Hampshire.  Frederick  Weekes,  like  many  armour  collectors,  was 
a  good  draughtsman  and  was  largely  responsible  for  E.  J.  Brett  s 
book  Arms  and  Armour  (1890),  which  he  illustrated  with  excellent 
pen  and  ink  drawings  made  from  photographs  of  Brett's  collec- 
tion. Many  of  them  were  reprinted  in  the  sale  catalogue  at 
Christie's  in  1895,  though  his  name  does  not  appear.  In  conse- 
quence of  this  omission,  S.J.  Wha  well's  name  has  been  connected 
with  them,  but  for  the  sake  of  the  record  Weekes  should  have  the 
credit.  Whawell  was  of  course  also  a  draughtsman  and  a  skilful 
restorer  and  etcher  of  armour.  The  writer  once  asked  the  late 
R.  L.  Scott  whose  fine  collection  of  armour  is  now  preserved  at 
Glasgow,  how  he  explained  the  fact  that  so  many  armour 
enthusiasts  were  able  to  draw,  and  he  replied,  I  am  sure  correctly, 
that  it  was  because  a  true  connoisseur  of  armour  must  have  an 
eye  for  form. 
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The  Mount  Trust  Collection 

By  Denys  Sutton 


ALTHOUGH,  in  recent  years,  a  number  of  important 
-works  of  art  have  left  Britain,  it  ought  also  to  be  remembered 
that  many  equally  fine  ones  have  entered  English  museums  and 
private  collections.  One  body  in  England  which  has  succeeded  in 
securing  a  group  of  interesting  and  attractive  pictures  and  objects 
of  art  is  the  Mount  Trust.  In  buying  works  on  the  Trust's  behalf, 
Captain  and  Mrs.  Vivian  Bulkeley-Johnson  have  revealed  a 
sympathetic  catholicity  of  taste  as  is  shown  by  a  visit  to  their 
home:  The  Mount,  Churchill,  Oxfordshire.  There  can  be  found 
(by  those  who  make  an  appointment  to  do  so)  early  Italian  and 
Flemish  paintings,  a  debonair  portrait  by  Van  Dyck,  a  celebrated 
landscape  by  Richard  Wilson  and  an  impressive  group  of  Orien- 
tal works  of  art. 

Naturally  enough,  some  of  the  pictures  in  the  collection  have 
either  appeared  in  internationally  important  exhibitions  or  else 
have  been  previously  published.  The  connoisseur  of  Italian  art, 
for  instance,  will  be  familiar  with  the  characteristic  tabernacle  by 
the  Florentine  painter  Rossello  dijacopo  Franchi  of  the  Madonna 
of  Humility,  Saints  and  Angels  (No.  i),  which  was  once  in  the  Henry 
Harris  Collection  and  is  duly  published  by  Berenson  in  his  1932 
and  1936  lists.  On  the  recessed  sides  can  be  seen  St.  John  the  Baptist 
and  St.  Anthony  Abbot  and  Cherubim,  while  three  busts  of 
prophets  occur  in  the  predclla.  The  late  Henry  Harris  also  owned 
Giovanni  di  Paolo's  intense  single  figure  of  St.  John  the  Baptist 
(No.  2),  which  was  once  in  the  Canessa  Collection.  In  his  standard 
monograph  on  the  artist,  Mr.  John  Pope  Heimessy,  when  assign- 
ing this  picture  to  a  date  of  about  1456,  pointed  out1  that  the 
saint's  dull  pink  cloak  falls  in  lines  reminiscent  of  those  of  the 
Castiglione  Fiorentino  St.  Catherine  of  Alexandria  of  1457.  'The 
panel'  he  went  on  to  say,  'has  the  same  richness  of  technique  as 
the  St.  Catherine  though,  being  smaller,  the  paint  is  rather  more 
refined  in  quality.  It  gives  an  impression  of  the  sensitory  proper- 
ties of  much  of  Giovanni's  work  at  this  time'. 

Whereas  the  Giovanni  di  Paolo  impresses  owing  to  its  ascetic 
vigour  and  bold  characterisation,  Sano  di  Pietro's  unpublished 
I  Irgin  and  Child  (No.  3),  possesses  the  sweetness  of  composition  so 
typical  of  the  Quattrocento  Sienese  school.  The  gentle  curvature 
of  the  Virgin's  eyebrows  shading  her  almond  eyes  and  the  soft 
dreaminess  are  counterbalanced  by  the  alertness  of  the  Infant 
Christ,  held  so  protectively  in  her  ivorine  hands.  From  a  stylistic 
point  of  view,  this  charming  picture,  once  in  the  George  B. 
Simpson  Collection  (1885),  may  be  compared  with  a  painting  of 
the  same  subject  in  the  Oratory  of  S.  Bernardino  at  Siena.2 
Consequently  it  m  iv  be  c  onsidered  as  one  of  those  small  panels 
w  hich  this  artist  executed  after  1450. 

A  later  stage  in  the  development  of  Italian  Renaissance  painting 
is  represented  by  Filippino  Lippi's  well-known  full-length  panel 
(No.  4)  of  a  Saint:  probably  St.  Antonius,  Archbishop  of 
Florence.  This  sculptural  painting,  recently  on  view  in  the  Italian 

1  Ciovanni  di  Paolo  (1937),  p.  73- 

2  Sec  R.  van  Marie.  The  Development  of  the  Italian  Schools  of  Painting  (1927),  Vol. 
IX,  fig.  317. 


exhibition  at  the  Royal  Academy,  is  presumably  the  only  sur- 
viving wing  of  an  altarpiece  and  was  appropriately  described  by 
Waagen,3  when  it  was  in  the  Lord  Orford  Collection  at  Wolter- 
ton,  as  'a  figure  with  a  fine  head  and  noble  action'.  It  was  pub- 
lished by  Dr.  Alfred  Scharf4  who  dated  it  to  about  1485  and 
remarked  on  its  relationship  with  a  series  of  four  saints:  St.  Roch, 
St.  Sebastian,  St.  Hicronymous  and  St.  Helen,  in  the  Church  of 
San  Michclc  at  Lucca.  If  this  dating  is  accepted,  which  seems 
logical  enough,  the  painting  would  have  been  executed  at  that 
significant  moment  in  Filippino's  career  when  he  was  finishing 
his  work  on  the  fresco  in  the  Brancacci  Chapel  of  Santa  Maria  del 
Carmine  at  Florence,  in  which  Masaccio  and  Masolino  had  also 
collaborated  and  when  he  was  engaged  on  the  altarpiece  for  the 
Sala  degli  Otto  di  Practica  in  the  Palazzo  Vecchio  at  Florence, 
now  in  the  Uffizi. 

One  of  the  most  intriguing  pictures  in  the  Mount  Collection  is 
the  circular  panel  Madonna  and  Child  with  Angels  (No.  5),  which  is 
clearly  connected  with  the  celebrated  Madonna  of  the  Magnificat 
by  Botticelli  of  about  1484-1485  in  the  Uffizi.  The  Mount  paint- 
ing was  in  the  collection  of  the  Rev.  J.  M.  Rhodes  who  is  said  to 
have  acquired  it  just  before  the  turn  of  the  present  century  in 
Florence.  Later  it  belonged  to  Ayerst  Buttery  and  afterwards  to 
Julius  Bohler  of  Munich.  Its  dimensions  (24I  in.  diameter)  do  not 
correspond  with  those  of  the  Ufhzi  painting  (40  in.  diameter). 
Nor  is  it  an  exact  replica.  For  example,  differences  occur  between 
the  two  landscapes.  Moreover,  the  Mount  painting  does  not 
include  the  two  angels  who  appear  on  the  left  and  right  of  the 
Uffizi  picture.  Its  precise  relationship  to  this  painting  is  by  no 
means  easy  to  determine,  and  it  would  be  tempting  to  believe 
that  it  was  the  artist's  first  essay  at  this  composition  or  even  that 
it  was  a  modello.  The  fact  that  the  sizes  are  different,  however, 
would  suggest  that  they  are  not  based  on  the  same  cartoon.5 

The  ramifications  of  the  Botticelli  circle  are  recalled  by  the 
presence  in  the  collection  of  Bartolomeo  di  Giovanni's  rhythmical 
Resurrection  (No.  6),  once  with  George  Durlacher.  This  admirable 
painting  must  have  formed  the  central  portion  of  a  predella  of 
which  the  two  other  wings — the  Martyrdom  of  St.  Sebastian  and 
the  Legend  of  St.  Andrew,  formerly  in  the  William  Roscoe  Collec- 
tion— are  now  in  the  Walker  Art  Gallery,  Liverpool.  Although 
Botticelli's  name  has  been  advanced  in  connection  with  the  former 
of  the  two  panels  at  Liverpool,"  the  attribution  of  the  Mount 
picture  to  Bartolomeo  di  Giovanni  is  secure.  The  lucid  landscape, 
is  stylistically  close  to  that  in  the  Baptism  of  Christ  which  is  part  of 
the  predella  of  the  Ghirlandajo  altarpiece  of  1488  in  the  I  lospital 


:l  Treasures  of  Art  in  (  Weal  Britain  (1854),  Vol.  Ill,  p.  434.  The  picture  was  later  111  the 
collection  of  1 1.  W.  Leigh  Bennett. 

4  Filippino  Lippi  (1935),  P-  1  '7-  N"-  '47-  See  also  the  same  author's  Filippino  Lippi 
(1950),  pp.  17  and  53,  plate  30. 

r>F:or  a  discussion  on  the  Uffizi  picture  and  the  copies  after  it,  see  I  lerhert  P.  1  Ionic, 
Botticelli  (190H),  p.  120.  The  Mount  picture,  however,  was  unknown  to  him. 
K  The -Walker  Art  Gallery's  pictures  arc  discussed  by  Michael  Compton  111  the 
forthcoming  catalogue  of  the  collection:  Nos.  2755  and  2756. 
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i.  Rossello  di  [acopo  Franchi.  Madonna  of  Humility,  Saints  and  Angels,  panel,  34  ■ 
2oi  in.  2.  Giovanni  di  Paolo.  St.  John  the  Baptist,  panel,  28  <  1 1  in.  3.  Sano  di 
Pietro  Virgin  and  Child,  panel,  16]  •  ni  in.  4.  Filippino  Lippi.  St.  Antonius 
(?),  panel,  50  x  19^-  in.  5.  Botticelli.  Madonna  and  Child  with  Angels,  circular 
panel,  24I  in.  diameter.  6.  Bartolomeo  di  Giovanni.  The  Resurrection,  panel 
9^  X  zoi,  in. 


of  the  Innocent!  in  Florence,  which  is  documented  as  being  by 
this  master. 

The  Florentine  artist's  ability  to  render  the  gentle  pathos  of  a 
religious  scene  is  shown  by  Cosimo  Rosselli's  two  early  and 
sensitive  panels  of  Christ  being  Stripped  (No.  7)  and  The  Way  to 
Golgotha  (No.  8),  both  formerly  in  the  Henry  Harris  Collection. 
These  two  paintings,  which  duly  appear  in  Berenson's  lists, 
possibly  form  part  of  a  series  devoted  to  the  Passion.  In  an  import- 
ant essay7  on  this  master's  early  period,  Riccardo  Musatti  rightly 
connected  them  with  The  Deposition  in  the  J.  G.Johnson  Collec- 
tion in  the  Philadelphia  Museum.  As  Berenson  suggested8  many 
years  ago,  the  Deposition  (which  he  formerly  ascribed  to  Francesco 
Granacci)  could  have  belonged  to  a  predella.  In  this  event,  the 
two  Mount  pictures  would  belong  to  the  same  predella.  It  is 
perhaps  worth  pointing  out  that  the  Mount  pictures,  as  well  as  the 
Philadelphia  Deposition,  bears  some  relationship  with  the  Christ 
on  the  Way  to  Calvary  in  the  National  Gallery  of  Scotland,  which, 
though  now  given  to  Benozzo  Gozzoli,  has  also  been  attributed 
to  Botticelli.9 

The  impact  of  Squarcione's  investigation  into  formal  relation- 
ship is  remarkably  well  shown  in  the  two  unpublished  panels  by 
Francesco  Benaglio.  These  vigorous  full-length  pictures,  represent- 
ing St.  John  the  Baptist  and  St.  Prosdocimus  (Nos.  9  &  10),  are 
handled  with  the  forcefulness  typical  of  a  master  whose  position 
in  the  Veronese  School  has  been  ably  established  by  Mrs.  Sand- 
berg-Vavala.10  The  stance  of  the  figures  and  the  patterned  back- 
ground (reminiscent  almost  of  a  William  Morris  design !)  point 
a  comparison  to  the  powerful  St.  Anthony  Abbot  in  the  Kress 
Collection  at  the  National  Gallery,  Washington,  D.C.,  which  is 
signed  Franciscus  Benalius  Filius  Petri  Ablado.11 

The  difficulties  surrounding  the  precise  establishment  of  the 
authorship  of  early  pictures  are  stressed  by  the  problems  connected 
with  an  intriguing  Allegory  (No.  15),  once  in  the  Cook  Collec- 
tion.12 This  melodious  painting  with  its  warm-coloured  tones  and 
poetical  mood  has  been  the  subject  of  discussion  ever  since  it  was 
exhibited  (Catalogue  No.  16)  at  the  Burlington  Fine  Arts  Club  in 
1912/1913.  An  ascription  to  Lorenzo  Lotto  has  much  to  commend 
it;  however,  some  connoisseurs  may  prefer  to  follow  Berenson's 
suggestion13  that  this  delightful  work  is  by  a  close  follower  of 
Giorgione.  In  any  event,  it  is  tinged  with  the  evocative  mystery 
so  typical  of  the  Giorgionesque  current  in  the  first  decades  of  the 
sixteenth  century. 

The  subject  of  the  picture  is  as  puzzling  as  its  authorship. 
Unfortunately  no  assistance  on  either  count  can  be  derived  from 
a  coat  of  arms  on  the  cartoccio  shield:  per  fesse  argent  and  sable, 
two  fleurs-de-lis  gules.  This  has  not  yet  been  identified;  it  does 
not  appear,  for  example,  in  Coronelli's  Arnie,  blasoni  0  insegne 
gentilitie  delle  famiglie  patrite  .  .  .  di  Venetia  (Venice,  about  1700). 
The  scene  depicted  is  obviously  an  allegorical  one;  the  old  man  is 
shown  playing  his  pipes  to  two  nymphs  and  a  warrior  and  satyr 
are  seen  fighting.  Some  authorities  have  interpreted  the  theme  as 
that  of  Apollo  and  Marysas.  However,  Tancred  Borenius,  in  his 
catalogue  of  the  Cook  Collection,  rejected  this  view  suggesting 

7  In  Rivista  d'Artc  (1950),  scries  3,  Vol.  [,  pp.  103-130. 

8  John  G.  Johnson  Collection:  Catalogue  of  the  Collection  of  Paintings  .  .  .  Italian 
Painters  (191 3),  No.  72,  rcpr.  p.  273. 

9  See  Van  Marie,  op.  ext.  Vol.  XI,  rcpr.  p.  357. 

10  In  Art  in  America  (1933),  Vol.  XXI,  pp.  48-65. 

"  Paintings  and  Sculpture  from  the  Kress  Collection,  National  Callery  of  Art,  Washing- 
ton (1951),  No.  25. 

12  See  Tancred  Borenius,  A  Catalogue  of  the  Paintings  at  Doughty  House,  Richmond, 
etc.  ( 1 9 1 3 ) ,  Vol.  1,  p.  164.  At  various  times,  the  names  of  Domenico  Campagnola, 
Dosso  Dossi  and  Girolomo  da  Santa  Croce  have  been  associated  with  it.  It  was 
bought  in  1912  for  £300  from  Norman  l  eaver  and  C'o.,  Genoa,  and  came  from 
the  family  of  Professor  Andre  Giordan. 

13  Italian  Pictures  of  the  Renaissance:  Venetian  School  (1957),  p.  86. 


that  it  represented  an  allegory  of  the  victory  of  the  spirit  over 
brute  force. 

The  single  example  in  the  collection  of  the  Italian  Seicento 
school,  now  so  much  in  vogue,  is  a  St.  John  the  Baptist,  formerly 
belonging  to  Sir  John  Peers,  which  is  given  to  Guercino,  the 
Bolognese  Master.  Broadly  speaking,  it  is  representative  of  this 
master's  transitional  phase  between  his  Baroque  style  of  the  early 
years  and  his  later  more  classical  manner. 

Although  the  Flemish  School  is  not  widely  represented  in  the 
Mount  Collection,  it  does  contain  Hans  Mending's  exquisite 
Madonna  and  Child  (No.  12),  once  in  the  Traumann  Collection, 
Madrid.  Although  Max.  J.  Friedlander  published  it  ?.s  'possibly  a 
workshop  replica',14  he  subsequently  changed  his  mind  and  stated 
that  it  was  by  the  master  himself.  In  fact,  it  demonstrates  Mem- 
ling's  ability  to  blend  charm  with  vigour  and  on  a  small  scale. 
The  concept  of  representing  the  Virgin  in  a  medallion  and  feeding 
the  Infant  Christ  with  her  right  breast  was  current  amongst  the 
followers  of  the  Maitre  de  Flemalle  and  Rogier  van  der  Weyden. 
The  actual  motif,  as  noted  in  the  catalogue  of  the  exhibition 
L'Art  Flamand  dans  les  Collections  Britanniques,15  held  at  Bruges  in 
1956,  was  borrowed  from  that  of  the  Madonna  (No.  939),  by  the 
Master  of  Flemalle  in  the  Stadel  Institute,  Frankfurt-am-Main. 

In  general,  it  might  be  true  to  say  that  the  late  fifteenth-century 
Brussels  painter,  Colijn  de  Coter,  never  quite  receives  the 
appreciation  he  deserves.  The  stark  quality  of  his  observation  of 
human  forms  and  the  boldness  of  his  handling  are  admirably 
conveyed  in  his  unpublished  composition  of  Christ  as  Man  of 
Sorrows  (No.  13),  which  presumably  formed  part  of  an  altarpiece. 
The  sharply  delineated  fingers  and  the  suffering  appearance  of 
Christ's  face  are  stylistically  close  to  the  two  signed  wings  of  the 
St.  Omer  triptych16  in  the  Louvre  or  The  Lamentation  over  Christ1" 
in  the  Rijksmuseum,  and  the  Mount  picture  presumably  dates 
from  the  same  period. 

One  of  the  most  appealing  pictures  in  the  collection  is  Van 
Dyck's  fluent  and  dramatic  Portrait  of  Tomaso  Raggi  (No.  14) 
which  formerly  belonged  to  Lord  Swaythling.  The  identity  of  the 
sitter  was  first  established  by  Professor  E.  K.  Waterhouse18  on 
the  basis  of  an  engraved  portrait  by  J.  George  published  in  Scena 
d'Hiwmini  Illustri  d'Europa,  Augsburg,  1658.  Tomaso  Raggi,  who 
is  so  handsomely  treated  in  this  portrait,  was  the  son  of  Giacomo 
Raggi  and  Geronima  de  Negri.  He  later  married  Hortensia 
Spinola  and  served  as  'Proveditore  Generale'  under  the  orders  of 
Philibert  Emmanuel  of  Savoy  in  1625.  It  is  tempting  to  believe 
that  the  picture  might  have  been  executed  in  Palermo  which 
Van  Dyck  visited  in  1624  when  commissioned  to  paint  Philibert 
Emmanuel  of  Savoy,  then  Viceroy  of  Sicily. 

Generally  speaking,  English  collections  are  not  particularly 
rich  in  German  paintings.  Special  interest,  therefore,  is  attached 
to  the  Mount  Trust's  Christ  and  St.  John  the  Baptist  (No.  11),  by 
the  fifteenth-century  Westphalian  artist  Johaim  Koerbecke.  This 
powerful  work,19  once  in  the  collections  of  E.  P.  Warren,  H.  Asa 
Thomas  and  Sir  George  Leon,  was  probably  executed  as  the 
reverse  of  an  altarpiece.  It  may  well,  in  fact,  be  connected  with  a 
Baptism  of  Christ  which  is  said  to  have  been  once  in  the  Jansen 
Collection  at  Bonn.  The  character  of  the  Mount  painting  seems 
to  suggest  that  it  is  relatively  late  in  date  and  close  to  the  Frecken- 
horster  altarpiece,  now  111  the  Landcsmuscum,  Minister. 

14  Die  Altniederldndische  Malerei  (1928),  Vol.  VI,  p.  126  (No.  51).  A  weak  repetition 
is  in  the  Muscc  van  der  Ikrgh  at  Antwerp  (No.  7). 

15  Bruges,  1956,  No.  12. 

1,1  See  Friedlander  op.  cit.  (1926),  Vol.  IV,  pp.  1  19-121,  Plate  LXVIII. 

17  ibid.  Plate  LXXIII. 

18  See  L'Art  Flamand  dans  les  Collections  Britanniques,  Bruges  (1956),  No.  84. 

19  For  a.discussion  of  this  picture  and  the  related  works,  sec  Paul  Piepcr,  Westfalische 
Maler  der  Spatgotik,  1 440-1 49 0  (1952),  No.  73. 
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Of  the  various  English  paintings  and  watercolours  in  the  Mount 
Trust's  possession,  the  most  celebrated  is  Richard  Wilson's 
lovely  Lake  Nemi  with  a  view  on  the  right  of  Gensano.  This  is  one 
of  those  richly  painted  views  by  this  artist  which  are  to  be  con- 
nected with  the  Lake  Nemi  with  two  friars  (Brinsley  Ford  Collec- 
tion), executed  in  Italy  in  1768. 20  The  Mount  painting  can  be 
traced  back  to  the  collection  of  Benjamin  Booth,  since  it  appears 
in  an  unpublished  list  of  his  pictures  as  '41  Head  of  Lake  Nemi, 
Figures  on  a  Pointed  Hill  Centre/Old  Woman  Red  Cloak.  To 
left  in  Grove  30-25'. 21  It  subsequently  passed  by  descent  to  the 
Ford  family  and  was  later  in  the  collection  of  Lord  Forteviot. 

The  range  of  the  collection  is  also  borne  out  by  the  inclusion 
in  it  of  George  Stubbs'  Racehorse  with  a  Jockey  wearing  Lord 
Belmont's  colours  (No.  16),  once  in  the  possession  of  Major  Bowes 
Daly.  This  picture,  which  must  date  from  about  the  same  time 
as  the  famous  Gimcrack  of  the  1770's,  reveals  the  artist's  ability  to 
evoke  atmosphere.  The  tightly  constructed  houses  are  represented 
as  if  seen  through  a  slight  haze;  nevertheless,  for  all  their  delicacy 
of  treatment,  the  horse  and  its  rider  possess  a  monumental  charac- 
ter. Stubbs'  interest  in  horseflesh,  as  opposed  to  human  beings,  is 
attested  moreover  by  the  contrast  constituted  between  the  almost 
disdainful  and  distant  glance  of  the  jockey  and  the  more  alert 
look  of  the  horse.  This  is  one  of  those  pictures  which  please  both 
on  account  of  aesthetic  appeal  and  sociological  content. 


7  &  8.  Cosimo  Rosselli.  Christ  being  Stripped  and  The  Way  to  Golgotha,  both 

panel,  10  x  11  in.  (My  thanks  are  due  to  Mr.  Colin  Agnew  for  his  help  in  the  preparation 


9  &  10.  Francesco  Benaglio.  St.  John  the  Baptist  and  St.  Prosdocimus,  both 
panel,  37J  X  15^  in. 


c/  this  article.) 


-"  See  W.  G.  Constable,  Richard  Wilson  (1953).  Plate  94b. 

21  See  ibid.  p.  207,  92a.  The  picture  was  engraved  by  T.  Hastings  in  1823  and  is 
probably  identical  with  the  work  exhibited  at  the  British  Institution  in  1814  (170). 


II.  Johann  Kocrbcckc.  Christ  and  Si.  John  the  Baptist,  panel,  35^  x  i8£  in. 


12.  Hans  Mcmling.  Madonna  and  Child,  oval  panel,  7  in.  diameter. 


13.  Colijn  dc  Cotcr.  Christ  as  Man  of  Sorrows,  panel,  i  s  ■   1 1 A  in. 


14.  Sir  Anthony  van  Dyck.  Portrait  of  Tomaso  Raggi,  canvas,  50  X  40  in. 


15.  Lorenzo  Lotto  (?).  Allegory  or  Landscape  with  Mythological  Figures,  panel,  1 7 A  x  28]  in. 

16.  (ieorgc  Stubbs.  Racehorse  with  a  Jockey  wearing  Lord  Belmont's  colours,  canvas,  40  x  50  in. 
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CONTEMPORARY  FRENCH  'BEAU  LIVRE'  6 


The  Book  Illustration  of  Edouard  Goer 


By  W.  J.  Strachan 


MONSIEUR  BERNARD  Dorival,  conservateur  of  the 
Musce  National  d'Art  Moderne  in  Paris,  in  his  Twentieth 
Century  French  Painting,  associates  Goerg  with  a  group  of  painters 
which  includes  Soutine,  Chagall  and  Modigliani.  He  calls  them 
'peintres  d'angoissc.  It  is  true  that  Goerg,  who  served  actively  in 
the  191 4  War,  never  forgot  his  experiences:  indeed,  they  made 
him  almost  pathologically  sensitive  to  the  malaise  of  the  mid- 
thirties  and  the  horrors  of  the  civil  war  in  Spain,  whither  he  went 
to  maintain  contact  between  painters  of  France  and  Spain.  It  is 
against  such  a  background  that  we  must  view  his  own  artistic 
creation.  A  superficial  consideration  of  much  of  his  easel-painting 
and  book  illustration  might  prove  deceptive;  for  behind  the 
seductive,  flower-laden  midinettes,  almond-eyed  tarts,  hard- 
boiled  boulevardiers  and  horrific  depictions  of  hell  (L'Enfer)  or 
L'Angc  dn  Bizarre,  that  recall  nightmarish  scenes  in  Hieronymus 
Bosch,  stands  the  Blake-like  visionary,  at  once  fascinated  and 
repelled  by  the  forces  of  evil: 
'Under  every  grief  and  pine 
Issues  a  joy  with  silken  twine  .  .  .' 
— a  duality  which  made  him,  as  we  shall  see,  the  ideal  inter- 
preter of  Baudelaire's  Les  Fleurs  du  Mai. 

A  glance  at  his  painting  is  relevant  and  revealing.  His  early 
canvases  have  an  atmosphere  of  cynical  disillusion.  We  are 
shown  modern  Silenuses  ogling  girls,  modern  Elders  peeping  at 
Susanna,  satirical  subjects  that  at  first  sight  recall  Nordic 
Expressionists  such  as  Georges  Gross  or  Emil  Nolde.  It  is,  in 
point  of  fact,  a  climate  that  is  nearer  to  that  of  Rouault  with 
whose  early  work  Goerg's  has  a  considerable  spiritual  affinity, 
underlined,  technically,  by  the  fact  that  both  artists  progressed 
towards  brighter,  stained-glass  colours  in  frequent  contrast  to 
the  tragic  or  sordid  content  of  the  painting. 

What  elements  in  Goerg's  temperament  stem  from  his  Irish 
ancestry  and  early  childhood  in  Australia  must  be  a  matter  of 
speculation.  The  strong  moral  sense  which  informs  his  satire  is 
certainly  considered  a  British  characteristic  in  France  where  he 
has  lived  since  his  seventh  year,  and  the  name  of  Rowlandson  is 
sometimes  evoked  by  French  critics  writing  on  his  work.  It  is  of 
interest  to  note  here  that  Baudelaire  likewise  had  a  link  with 
England  whose  language  he  knew  well  enough  to  translate  with 
distinction  and  whose  culture  he  so  much  admired. 

Goerg  made  his  first  reputation  as  a  painter.  He  was  associated 
in  turn  with  the  late  Christian  Berard,  then,  more  closely,  with 
another  famous  peintre-graveur  (that  is  a  painter  or  sculptor  who 
has  done  work  for  the  'beau  livre'),  Marcel  Gromaire,  to  whom 
he  owed  his  initiation  into  the  technique  of  engraving  on  metal. 
In  1926  he  shared  a  house  with  him  in  the  fourteenth  arrondisse- 
ment  on  the  site  that  has  since  become  Villa  Seurat,  an  impasse 
where  Lurcat,  among  others,  has  his  Paris  headquarters.  As 
Goerg's  painting  is  only  an  incidental  consideration  here  and  a 
reminder  of  his  credentials  as  an  outstanding  peintre-oravenr, 
it  must  suffice  to  say  that  as  well  as  being  represented  in  many 
important  permanent  national  collections  in  France,  including 


the  Musee  Moderne  in  Paris,  works  of  his  also  hang  in  the  Boston 
Gallery  and  in  the  Chicago  Institute.  He  exhibited  at  Gimpels  in 
London  in  1949  and  pictures  of  his  were  selected  to  represent  the 
Ecole  de  Paris  in  the  Burlington  House  Exhibition  of  195 1  and, 
since  then,  on  two  separate  occasions  at  the  Venice  Biennale.  His 
work  was  also  included  in  the  important  Depuis  Bonnard  Ex- 
hibition organized  by  Maurice  Berard  in  Paris,  1957. 

It  is  not  surprising  that  a  future  contributor  to  the  Bean  livre 
should  count  Maurice  Denis  among  his  early  teachers,  for  present 
readers  will  be  familiar  with  the  great  part  played  by  the  leader 
of  the  Nabi  school  in  the  revival  of  the  fine  book  in  the  first 
quarter  of  the  century.  This  was  as  a  pupil  at  the  Academie 
Ranson  where  Serusicr  was  also  a  professor  but  with  whose 
mathematical  theories  of  composition  Goerg  must  have  had 
little  sympathy,  for  if  he  is  not  an  expressionist  by  creed,  he  brings 
to  his  work  an  emotional  subjectivity  which  is  diametrically 
opposed  to  the  intellectual  concept.  It  is  perhaps  this  intuitive, 
lyrical  approach  that  appeals  to  the  French  because  it  is  so  differ- 
ent from  their  normal,  cerebral  outlook  and  to  us  because  it  is, 
from  Blake  to  Anthony  Fry,  in  our  own  tradition.  Indeed,  his 
illustrations  can  suffer,  like  Blake's,  from  excess  of  emotion.  At 
their  best  they  are  not  only  decorative  but  moving. 

His  distortions,  like  his  use  of  colour,  are,  in  the  main,  emotive: 
as  in  his  colour  lithographs  for  Villicrs  dc  l'lsle  Adam's  Nonveaux 
Contes  cruels  where  he  uses  green,  yellow  and  black  for  the 
horror-stricken  face  of  the  hero  of  the  Torture  of  Hope;  and  gay, 
kaleidoscopic  colours  for  the  man  and  woman  in  the  open 
carnage  in  the  Amies  de  Pension.  I  lis  angular  tonus  and  elonga- 
tions evoke  El  Greco  and  the  Spanish  baroque.  Early  in  his 
career  Goerg  was  fortunate  (and  gifted)  enough  to  be  befriended 
by  that  enlightened  dealer,  Paul  Guillaume,  patron  incidentally 
also  of  Derain  and  Soutine.  It  was  the  time  of  the  second  wave  of 
the  Surrealist  movement,  and  we  find  in  Goerg's  work  of  these 
years  a  recrudescence  of  the  horror  associated  with  the  grotes- 
queries  of  his  spiritual  ancestor  Bosch.  After  a  nightmare  period 
of  painting,  typified  by  an  oil,  Le  Monde  s\'croule,  of  1937  and  the 
slow  agony  of  the  last  war,  Goerg  sublimated  his  feelings  in  a 
more  disciplined  form  for  which  original  book-illustration 
provided  a  natural  and  felicitous  outlet.  The  first  of  these  was 
V Apocalypse  de  Saint  Jean  for  which  he  drew  twenty  mono- 
chrome lithographs  (hors-textes)  which  dwell  rather  on  the 
sinister  and  macabre  aspects  of  the  prophesies.  He  extracts  to  the 
full  the  dramatic  qualities  obtainable  from  chiaroscuro  contrasts 
whether  it  be  in  the  scene  of  the  Horseman  bearing  down  on  the 
victims  of  the  heavenly  wrath  or  the  large  head  of  St.  John  the 
Divine  with  its  haunted  eyes,  or  the  millstone  falling  down  on 
the  whore  of  Babylon.  In  the  Livre  de  Job,  too,  which  was  ex- 
hibited at  Burlington  House  (C.E.M.A.)  in  1946,  he  finds  in- 
spirations for  his  themes  (etchings  this  time)  in  the  'calamities  and 
portion  of  the  wicked'.  We  sec,  for  example,  a  woman  reclining 
111  a  tree  which  is  being  gnawed  away  at  the  base  by  fearful 
rodents.  Other  illustrations  have  all  the  sinister  horror  of  Jacques 
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Pourquoi,  l'heureuse  enfant,  veux-tu  voir  notre  France, 
Ce  pays  trop  peuple  (pie  fauche  la  souflranee, 
Et,  conliant  ta  vie  aux  bras  forts  des  niarins, 
Faire  <le  grands  adieux  a  tes  elier-  tarnarins'r' 
Toi,  velue  a  moitie  de  mousselines  freles, 
Frissonnante  ladjas  sous  la  neige  et  les  greles, 
Com  me  tu  pleurerais  tes  loisirs  doux  et  francs, 
Si,  le  corset  brutal  emprisonnant  tes  llancs, 
II  te  fallait  glaner  ton  souper  dans  nos  fanges 
Et  vendre  le  parfum  de  tes  charmes  etranges, 
Loeil  pensif,  et  suivant.  dans  nos  sales  brouillards, 
Des  eoeotiers  aimes  les  fantomes  e 


(right)  'A  une  Malabraise'  (Les  Fleurs  du  Mai; 
poemes  ajoutes) 

(facing  page,  left)  'Le  crepuscule  du  Matin' 
(Tableaux  Parisietts) 

(right)  'Epigraphe  pour  tin  livre  condamne' 

(Poemes  ajoutes) 
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Callot's  Miseres  de  la  Guerre,  which,  it  will  bo  remembered,  arc 
also  etchings. 

It  was  in  1945  that  the  proposal  came  from  the  bibliophile  and 
publisher,  Marcel  Sauticr,  that  he  should  illustrate  Baudelaire's 
Les  Fleurs  du  Mai.  On  the  scale  planned,  involving  as  it  did  three 
hundred  separate  lithographic  drawings,  it  proved  a  Herculean  if 
rewarding  labour,  sustained  over  a  period  of  six  years.  Naturally 
not  uninterrupted,  since  his  painting  still  continued  and  he  also 
produced  the  forty-one  lithographs  for  the  Nouveaux  Contes 
cruels  already  mentioned,  over  a  hundred  etchings  for  Vlinfer 
and  twenty-eight  for  Poe's  L'Ange  du  Bizarre.  The  latter  is  a 
beautifully  produced  work;  the  translation  is  Baudelaire's,  the 
text  was  printed  by  Raymond  Jacquet,  and  the  etchings  were 
pulled  in  the  studio  of  the  celebrated  craftsman  Paul  Haasen. 
Admirers  of  Poe  will  find  in  them  all  the  overtones  of  the  flesh- 


creeping  original.  My  preference  is  for  the  more  idyllic  story  in 
the  collection,  Eleouora,  and  Goerg's  delicate  illustrations  to  it. 
The  book  is  provided  with  a  superb  title-page  in  two  colours 
with  a  small  in-text  etching. 

Our  main  concern,  however,  is  with  Goerg's  acknowledged 
masterpiece,  Les  Fleurs  du  Mai,  two  volumes,  which  in  a  referen- 
dum made  by  several  bibliophile  societies  (the  results  of  which 
were  published  in  Connaissaiice  des  Arts,  1953),  won  a  place  for 
Goerg  among  the  ten  best  peintres-graveurs  of  the  half-century, 
alongside  Matisse,  Derain,  Dunoycr  de  Scgonzac  and  other 
famous  names.  Baudelaire's  poems  have  attracted  many  great 
French  artists  and  no  new  illustrator  could  venture  into  a  field 
that  included  Rodin,  Emile  Berard,  Boussingault,  Despiau  and 
Gruber  without  being  thoroughly  conscious  of  the  challenge  ami 
the  comparison  he  would  be  inviting.  The  illustrations  of  the  two 
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.  EPIGRAI'HE  POUR  UN  LIVRE  CONDAMNE 


Lecteur  paisible  et  bucolique, 
Sobre  ct  naif  bonime  de  bien, 
Jette  ce  livre  saturnien, 
Orgiaque  et  melancolique. 

Si  tu  n'as  fait  ta  rbetorique 
Cbez  Satan,  le  ruse  doyen, 
Jette!  tu  n'v  comprendrais  rien, 
Ou  tu  me  croirais  hystcrique. 

Mais  si,  sans  se  laisser  charmer, 
Ton  ceil  sait  plonger  dans  les  gouflres 
Lis-moi,  pour  apprendre  a  m'aimer; 

Ame  eurieuse  qui  souffres 
Et  vas  cherchant  ton  paradis, 
I'lains-iuoi !...  Sinou,  je  te  niaudis ! 


last  mentioned  had  been  in  the  medium  of  monochrome  litho- 
graphy but  they  were  hors-textes.  Goerg's  particular  contribu- 
tion was,  first,  one  of  scale.  He  not  only  illustrated  every  poem  in 
the  two  volumes  but  provided  several  hors-textes.  In  the  second 
place  he  arranged  his  decorations  round  the  single  and  more 
frequently  the  double-page  in  such  a  way  as  to  make  text  and 
illustration  a  homogeneous  unit.  He  was  not  content,  as  a  finick- 
ing illustrator  might  have  been,  merely  to  frame  the  poems  as  it 
were  in  a  series  of  vignettes.  The  designs  are  bold,  echoing  the 
mood  and  themes  of  the  texts  without  swamping  them.  The 
argument  against  the  use  of  lithography  for  book-illustration — 
that,  unlike  the  relief  process  of  wood-engraving  so  much  in 
favour  in  the  early  years  of  the  twentieth  century,  it  could  not  be 
successfully  integrated  into  the  page — certainly  falls  down  here. 
It  is  interesting  to  note,  in  passing,  the  present  ratio  of  litho- 
graphic illustration  to  that  by  other  autographic  media  from  the 
analysis  of  two  pretty  comprehensive  "Beaux-byres'  exhibitions 
held  in  recent  years.  In  one  (covering  1900-1950)  a  sixth  of  all  the 
books  were  illustrated  by  original  lithographs:  in  the  other  (1900- 
1954)  one  quarter.  This  proportion  has  certainly  remained  about 
the  same  since  1954.  I  have  111  mind  notable  examples  of  books 
illustrated  lithographically  by  Villon,  Andre  Marchand  and 
Clave — not  just  those  album-like  works  in  which  the  artist,  be  it 
Matisse  or  Picasso,  has  calligraphed  also  the  text — the  so-called 
livres  manuscrits — whose  exuberance  and  gaiety  must  compel 
the  admiration  even  of  the  English  purist.  Monsieur  Maximihen 


Vox  has  recently  written:  'le  bibliophile  francais  n'a  pas  les 
memes  exigences  que  le  book-lover  d'Angleterre  ou  d'Amerique; 
celui-ci  veut  un  livre  parfait;  nous  demandons  du  livre  gran- 
diose.' He  continues  (I  translate) :  'In  taste  and  distinction,  in 
Tightness  of  tone  the  English  school  remains  and  will  remain 
unrivalled.  But  is  it  enough;'  Vollard  and  his  disciples  answered 
with  an  emphatic  'No !'  Though  Goerg's  Les  Fleurs  du  Mai  cannot 
be  accused  of  undue  extravagance  or  eccentricity  it  is  certainly 
'grandiose'  and  on  a  scale  to  which  we  are  unaccustomed  in 
England.  The  illustrations  represent  the  emotional  response  of  a 
sensitive  mind  and  acute  sensibility  to  a  poet's  work  that  amounts 
to  empathy.  Baudelaire  had  said  'il  y  a  dans  le  mot,  dans  le  verbe, 
quelque  chose  de  sacre  .  .  .  manier  une  langue,  e'est  pratiquer  une 
espece  de  sorcellerie  evocatoire  .  .  .'  It  is  this  kind  of  obsessive 
feeling  about  the  poet's  work  that  Goerg  has  so  well  expressed  in 
his  interpretations,  which  suggest  and  evoke  rather  than  des- 
cribe; though  the  text  has  evidently  been  closely  studied.  Each 
decoration — for  they  are  also  this — creates  a  climate  of  w  hat 
Baudelaire,  who  was  always  seeking  for  relationships  between 
sounds,  forms  and  colours,  would  call  'correspondances '. 

The  first  volume  of  Goerg's  Les  Fleurs  du  Mai,  which  bears  the 
sub-title  Spleeti  et  Ideal,  is  announced  by  a  superb  cover,  appro- 
priate to  a  collection  of  poems  that  includes  the  1  y<  le  inspired  b\ 
the  dark,  beautiful  but  selfish  and  rapacious  actress,  Jeanne  Duval ; 
those  of  a  more  cerebral  emotion  for  Madame  Sabatier,  il 
ostensibly  no  less  sensuous;  and  nine  poems  recording  the  bitter- 
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XXV.  -  VERS  POUR  LE  PORTRAIT 
DE  M.  HONORE  DAUMIER 

Celui  dont  nous  t'offrons  l'image, 
Et  dont  Tart,  subtil  entre  tous, 
Nous  enseigne  a  rire  de  nous, 
Celui-la,  lecteur,  est  un  sage. 

C'est  un  satirique,  un  moqueur; 
Mais  Tenergie  avec  laquelle 
II  peint  le  Mai  et  sa  sequelle, 
Prouve  la  beaute  de  son  coeur. 

Son  rire  n'est  pas  la  grimace 
De  Melmoth  ou  de  Mephisto 
Sous  la  torche  de  l'Alecto 
Qui  les  bnile,  mais  qui  nous  glace. 

Leur  rire,  helas!  de  la  gaite 
N'est  que  la  douloureuse  charge ; 
Le  sien  rayonne,  franc  et  large, 
Comrae  un  signe  de  sa  bonte ! 


'Vers  pour  le  Portrait  de  M.  Honore  Daumier'  (Poemes  ajoutes) 


112 


Frontispiece  to  Les  Fleurs  du  Mai 


sweet  relationship  with  another  actress,  Marie  Daubrun,  the 
final  break  with  whom  is  hinted  at  in  A  une  Madone.  The  frontis- 
piece symbolizes  the  poet's  creations  as  his  mood  swings  between 
the  extremes:  Spleen,  a  kind  of  disgust  akin  to  physical  nausea; 
and  Ideal  which  compose  the  dichotomy  of  Ins  temperament,  a 
brood  or  children,  sometimes  'ccs  divins  freres  qui  sont  mes 
freres  ,  sometimes  'esprits  errants  et  sans  patrie'  who  accompany 
him  on  his  tragic  [  llgrimage  through  life.  The  challenging,  in- 
troductory poem,  *Au  Lcctcur',  first  published  above  seventeen 
poems  that  the  poet  contributed  to  the  Revue  des  Deux  Mondes, 
will  remind  the  reader  of  the  scandal  that  surrounded  the  pub- 
lication of  Les  I:lciirs  tin  Mai  a  hundred  years  ago  and  the  sup- 
pression of  six  poems,  the  trivial  fine  (300  francs)  following  the 
prosecution  which  in  the  event  proved  so  disastrous  to  the  author. 
The  critic  Louis  Barthou  wrote  'The  court  condemned  him  of 
offending  religious  morality.  Posterity  has  gone  further.  It  has 


acclaimed  his  genius'.  This  illustration,  symbolizing  the  quality 
of  Baudelaire's  themes,  is  a  felicitous  example  of  one  of  the  tew 
single-page  decorations  and  weds  well  with  the  Bodoni  italic. 

Baudelaire's  responsiveness  to  scents  is  well-known.  It  is 
exemplified  111  a  double-page:  Par  I  urn  exotique  and  La  Chevelure. 
By  a  skilful  use  of  scraping  technique  Goerg  creates  an  aura 
round  the  cupped  hands  in  the  former,  while  the  strongly  drawn 
figure  on  the  page  facing  echoes  the  sensual  power  of  the  poem. 
The  artist  achieves  an  immense  variety  of  effects  within  a  unified 
idiom,  and  among  striking  contrasts  in  the  first  volume  occur  the 
illustration  to  (  'n  Fantome,  in  which  Baudelaire  nostalgically 
recalls  Jeanne  Duval's  dusky,  smouldering  beauty  and  A  tine 
Madone,  already  referred  to:  the  one  darkly  explosive,  the  second 
ironically  elegant. 

The  climate  of  the  second  volume,  entitled  Tableaux  Parisiens, 
is  suggested  by  the  two-toned  cover.  Its  ambiguous  haze  evokes 
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XXIII.  -  LA  CHEVELURE 

O  toison,  moutonnant  jusque  sur  l'encolure! 
()  boucles!  O  parfum  charge  de  nonchaloir! 
Extasc!  Pour  peupler  ce  soir  I'alcfive  obscure 
Des  souvenirs  dormant  dans  cettc  chevelure, 
Je  la  veux  agiter  dans  l'air  comme  un  mouchoir,|  W 

La  langoureuse  Asie  el  la  brulante  Afrique, 
Tout  un  monde  lointain,  al>sent,  presque  defunt, 
Vit  dans  tes  profondeurs,  foret  aromatique ! 
Comme  d'autres  esprits  voguent  sur  la  niusique, 
Le  mien,  6  mon  amour!  nage  sur  ton  parfum. 

J'irai  la-bas  oil  I'arbre  et  I'horame,  pleinsde  seve, 
Se  pament  longuement  sous  I'ardeur  des  elimats; 
Fortes  tresses,  soyez  la  houle  qui  m'enleve! 
Tu  contiens,  mer  d'ebene,  un  eblouissant  reve 
De  voiles,  de  rameurs,  de  flammes  et  de  mats  : 


'La  Chevelure'  (Les  Fleurs  du  Mai;  Spleen  et  Ideal) 


the  line  'O  blatardes  saisons,  reines  de  nos  elimats'.  The  frontis- 
piece follows  it  like  a  close-up  with  the  'dandy  a  face  glabre' 
(an  important  element  in  Baudelaire,  this  'dandyism')  and  the 
somnambulistic  gaze  reminiscent  of  Berthe  'aux  grands  yeux' 
who  inspired  some  of  the  'poemes  ajoutes'.  The  latter  include 
'A  une  Malabraise  .  There  is  a  fine  freedom  and  breadth  in  this 
drawing  which  exteriorises  the  poet's  hankering  after  the  dark- 
skinned  beauty  with  her  association  of  exotic  scents  and  colours: 
a  recollection  of  his  journey  to  Mauritius. 

Goerg  must  have  found  many  problems,  pictorial  and  psycho- 
logical, in  harmonizing  his  double  pages  and  there  has  been 
much  skilful  arrangement  of  text  to  this  end  without  any  serious 
violation  of  the  original  order  of  the  poems  in  the  first  two 
editions.  Many  of  the  poems  were  inspired  by  painting,  Baude- 
laire being  ahead  of  his  time  as  an  art  critic;  they  include  one 
dedicated  to  Daumier  (see  p.  112).  Religious  themes  are  treated 


with  an  ecpial  mastery.  Two  of  these,  Le  Reniement  de  Saint  Pierre 
and  Abel  et  Cain  also  demonstrate  the  artist's  ingenious  exploita- 
tion of  vertical  space.  Baudelaire's  poems  make  tremendous 
demands  on  the  illustrator's  sympathy  but  Goerg  proves  himself 
as  able  to  cope  with  the  themes  of  death  (La  Mart  des  pativres,  etc.) 
and  old  age  as  with  the  more  sensuous  and  sensual  aspects  of  the 
book.  In  Les  petites  I  leilles  and  Les  sept  Vieillards  he  is  both  witty 
and  moving  in  the  decorative  idiom  he  has  chosen.  His  imaginative 
transpositions  are  superb  and  I  would  pick  out  Le  Crepuscule  du 
Matin,  with  its  evocation  of  shivering  dawn,  as  a  notable  example. 
Lithography  lends  itself  to  painterly  qualities  and  Goerg  handles 
his  tonal  contrasts,  relieved  with  calligraphic  scratchings,  mag- 
nificently in  the  hors-textc  of  the  lovers  crossing  the  Paris  Square. 
As  a  pictorial  counterpart  of  the  poet's  anti-bourgeois  satire,  it  is 
perhaps  a  good  example  with  which  to  conclude  this  study. 
Baudelaire  was  a  great  genius  born  in  a  period  which  T.  S.  Eliot 
has  described  as  one  of  progressive  degradation.  To  wrest  great 
poetry  from  this  decadence  was  a  spiritual  and  intellectual 
triumph.  Goerg's  impressive  illustrations  constitute  one  great 
artist's  homage  to  another  and  make  this  fine  centenary  edition  of 
Les  Fleurs  du  Mai  a  double  masterpiece  which  many  will  have 
seen  in  a  place  of  honour  at  the  Brussels  Exhibition  of  1958. 


HOOKS    ILLUSTRATED     BY    EDOUARD  GOERG 

La  Chanson  du  Moteur,  E.  Beaurouge,  six  wood-engravings, 
Editions  de  la  Librairic  Six,  1922  (100  copies). 

Knock,  Jules  Romains,  twelve  etchings,  Editions  Van  den  Berg 
et  Eulart,  1926  (290  copies). 

Tableau  de  VAu-dela,  fourteen  etchings,  Editions  N.R.F.  1927 
(347  copies). 

L' Apocalypse  de  Saint  Jean,  twenty  lithographs,  Editions  Jacques 
Haumont,  1945  (T98  copies). 

Stances  et  derniers  I  'ers  Louys,  one  etching.  Editions  Rombaldi, 
1945  (100  copies). 

Le  Livre  de  Job,  thirty-three  etchings,  Editions  du  Seuil,  1946 
(272  copies). 

//  y  a,  Apollinaire,  two  lithos,  fourteen  drawings,  Editions  le 
Salon  Carre,  1947  (1350  copies). 

Les  Fleurs  du  Mai — Spleen  et  Ideal,  Baudelaire,  144  lithographs. 
Editions  Marcel  Sautier,  1947  (200  copies). 

Nouveaux  Contes  cruels,  Vilhers  de  l  isle  Adam,  41  lithographs  in 
colour.  Editions  Marcel  Sautier,  1947. 

L'Enfer,  Dante,  108  etchings.  Editions  Jean  Porson,  1950  (250 
copies). 

L'Ange  du  Bizarre,  Edgar  Allan  Poe,  translated  Baudelaire,  28 
etchings.  Editions  Marcel  Sautier  (275  copies). 

Les  Fleurs  du  Mai  (Tableaux  parisiens — Le  Vin-Fleurs  du  Mai— 
Revoke-Pieces  condamnees).  Supplement  aux  Fleurs  du  Mai— 
[56  lithographs.  Editions  Marcel  Sautier,  1952  (200  copies). 

Le  Manteau  de  Parade,  two  lithographs,  1954  (400  copies). 

Les  Parfums — 1  litho  111  colour,  1 1  monochrome,  Editions  Hautes 
Etudes  Commercialcs,  1956  (638  copies). 
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The  Age 
of  Louis  XIV 


I.  Bust  of  Louis  do  Bourbon,  Prince  de  Conde  (called  Lc 
( irand  Conde),  signed  by  Charles-Antoine  C.'oysevox,  Febru- 
ary, 1677:  bronze  on  a  marble  base,  76  cm.  high,  and  a 
magnificent  and  previously  unpublished  example  ot  Coysc- 
vox's  portraiture.  Collation  oj  MaUre  Maurice  Hamburger. 


THE  exhibition  entitled  Louis  XII'  Faste  et  Decors  at  the 
Musee  des  Arts  Decoratifs,  Paris,  has  proved  of  outstanding 
interest  to  students  ot  European  art.  It  provides  the  essential 
background  to  the  history  of  seventeenth-century  French 
painting  and  architecture,  and  was  neatly  timed  to  coincide  with 
the  exhibition  of  paintings  and  drawings  by  Poussin  in  the  Louvre 
and  the  exhibition  of  drawings  by  his  French  contemporaries  111 
the  Cabinet  des  Dessitis.  More  than  eight  hundred  objects,  ranging 
in  size  from  vast  cabinets  to  small  pieces  of  silver  and  medals, 
were  assembled  from  public  and  private  collections  to  display 
the  development  of  French  decorative  arts  from  the  days  of 
Cardinal  Mazarin's  rule  to  the  last  sad  years  of  the  Sun  Kings 
reign.  The  exhibition  was  more  than  a  worthy  successor  to  those 


devoted  to  tin-  Parisian  'ebenistes  et  menuisiers'  of  the  eighteenth 
century  and  ot  the  period  from  1790  to  [850,  held  111  the  Musee 
des  Arts  Decoratifs  in  1951  and  [956.  And  like  them  it  was  accom- 
panied by  a  scholarly  and  well  illustrated  catalogue  which  will 
long  remain  a  valuable  work  ot  reference.  A  special  word  of 
praise  should  be  given  to  the  arrangement  of  the  exhibition  which 
created  an  effect  ot  opulent  richness  and  helped,  in  the  mind's 
eye,  to  restore  to  the  empty  galleries  and  salons  of  Versailles  some 
of  their  original  splendour. 

Furniture  naturally  takes  pride  of  place,  despite  the  fact  that 
much  of  the  finest  must  have  been  destroyed  111  the  eighteenth 
century  and  .ill  the  silver  tables  and  sconces  which  originally  formed 
an  important  part  of  the  decoration  of  Versailles  went  to  the 


l  I  S 


2.  Silver  ewer  bearing  the  mark  of  Jean  Chabrol,  Paris  1712-1713, 
28  cm.  high.  An  outstanding  example  of  the  noble  simplicity  of  the 
silver  made  towards  the  end  (it  Louis  XIV's  reign.  Collation  of  the 
.\  larquis  de  Langle. 

3.  Bouillon,  silver-gill,  bearing  the  mark  of  Genevieve  Chandelier, 
Pans  [672-1677,  17. s  cm.  diameter.  Genevieve  Chandelier  was  the 
widow  of  [can  dc  la  Boissiere.  Private  Collection. 

4.  Bed  ii  Li  duchesse,  wood  upholstered  111  velvet  and  silk,  late 
seventeenth  or  early  eighteenth  century,  [.96  111.  high.  The  em- 
broidered hangings  on  this  bed  are  of  outstanding  interest  sinec  they 
are  among  the  very  tew  extant  examples  of  the  fac.on  de  la  Chine 
textiles  which  enjoyed  great  popularity  during  the  reign  of  Louis 
XIV.  The  bed  was  originally  111  the  Chateau  tie  Bazochcs  (Nivere), 
owned  by  the  great  general  Vauban  (1033-1707),  for  whom  it  may 
perhaps  have  been  made.  Private  Collection. 

5.  Long  case  clock,  ebony  inlaid  with  copper  and  gilt  bronze,  early 
eighteenth  century,  3  111.  high.  It  is  inscribed:  Julien  le  Roy  dc  In 
Societe  des  Arts.  The  two  gilt  bronze  figures  representing  Love 
Triumphing  over  'rune,  derived  originally  from  a  print  by  Ugo  da 
Carpi  after  Pordenone,  were  favourite  decorations  tor  clocks  in 
eighteenth-century  France  and  appear  on  two  in  the  Wallace 
Collection.  Private  Collection. 

6.  Cabinet  of  ebony,  inlaid  with  other  woods,  ivory  and  pewter, 
supported  by  four  caryatids  of  carved  and  gilt  wood  representing 
the  Seasons:  mid-seventeenth  century,  1.S7  m.  high.  Private 
(  'ollfi  lion. 
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7.  Ecritoire  in  the  form  of  a  coffer,  tortoiseshell  and  metal 
marquetry  with  gilt  bronze  mounts,  late  seventeenth 
century,  25  cm.  high.  Collection  of  Moihieur  M.  A.  I.opcz- 
Willshaw. 


8.  Writing-table,  ebony  and  copper  marquetry  with  gilt- 
bronze  mounts,  early  eighteenth  century.  So  cm.  high. 
This  table  w  as  formerly  111  the  collection  of  the  Comte  de 
Rochefort.  The  two  Chinese  porcelain  vases  are  charac- 
teristic of  the  many  imported  into  France  in  the  late 
seventeenth  and  early  eighteenth  centuries  and  mounted 
in  gilt  bronze.  Collection  of  Dr.  A.  Roudineses. 


9.  Silver  ewer  bearing  the  Paris  mark  tor  1720-1721, 
24  cm.  high.  If  it  is  compared  with  the  ewer  ot  a  tew  years 
earlier  (No.  2),  the  engraved  decoration  on  this  fine 
Regence  piece  shows  a  slight  development  towards  the 
rococo  style.  Collection  of  Mine  G.  Anslcy. 


melting  pot  before  1710.  There  were  some  cabinets  mounted  on 
caryatids  or  columns,  some  solid  chairs  and  some  very  handsome 
bureaux  which  reflected  the  Italianatc  taste  of  Mazarins  period. 
And  the  first  decades  of  the  king's  personal  rule  were  as  well 
represented  as  could  reasonably  be  expected  by  some  richly 
upholstered  chairs,  tabourets  (which  remind  one  of  Saint-Simon's 
preoccupation  with  the  etiquette  of  seating  at  Versailles)  and 
richly  decorated  cabinets  and  tables.  But  most  of  the  furniture 
naturally  dated  from  the  last  decades  of  the  seventeenth  century 
and  the  first  of  the  eighteenth,  including  several  pieces  by  A.  C. 
Boulc  and  his  followers,  a  pair  of  magnificent  tortoiseshell 
marquetry  cabinets  decorated  with  scenes  from  the  Dutch  war 
and  the  war  of  the  league  of  Augsburg,  besides  chairs,  sofas  and 
day-beds  which  revealed  a  greater  lightness  of  design  and  a  desire 
for  greater  comfort.  There  were  also  two  mounted  Oriental 
lacquer  cabinets  and  a  bed  with  chinoiserie  hangings  which 
reminded  one  of  the  Chinamania  that  raged  at  the  court  through- 
out Louis  XIV's  reign.  (This  aspect  of  the  style  was  also  brought 
out  by  many  Chinese  porcelain  vases  in  French  ormolu  mounts 
which  are  displayed  on  pieces  of  furniture.)  From  the  ceilings 
hung  exquisitely  wrought  gilt-bronze  chandeliers.  On  the  walls 
were  tapestries  made  at  the  Gobelins  and  Beauvais  factories,  and 
on  some  floors  precious  Savonnerie  carpets.  Several  fine  seven- 
teenth-century paintings  were  also  included  in  the  exhibition. 


Apart  from  a  tew  life-sized  busts  and  a  pair  of  marble  term 
figures,  most  of  the  works  of  sculpture  were  small  scale.  The 
bronzes  included  a  Neptune  and  a  Pluto  by  Michel  Anguier,  four 
allegorical  figures  attributed  to  Duquesnoy,  besides  many 
attractive  anonymous  statuettes.  There  were  also  several  terra- 
cottas, notably  a  pair  of  bozzetti  for  figures  at  Versailles  by 
Coysevox.  Among  other  small  objects  111  the  exhibition,  the 
silver  naturally  attracted  most  attention  on  account  of  its  great 
rarity  no  less  than  its  high  standard  of  design  and  craftsmanship. 
More  than  150  pieces  were  on  show — chalices,  ewers,  ecuelles, 
goblets,  spice-boxes,  sugar  casters  and  candlesticks,  all  elegantly 
engraved  and  embossed.  In  the  section  devoted  to  faience  were 
outstanding  examples  of  the  Lille,  Moustiers,  Nevers  and  Rouen 
factories  and  some  choice  pieces  of  the  pate-tetidre  of  Saint  Cloud. 
There  were  small  but  representative  groups  of  arms,  musical 
instruments  and  such  scientific  paraphernalia  as  complicated  sun- 
dials, graphometers,  an  astrolabe,  a  microscope  and  a  terrestrial 
globe.  And  there  were  numerous  drawings  and  prints  which  help 
to  explain  the  development  of  the  Louis  XIV  stvle  from  Italian  bar- 
oque to  French  rocaille  under  the  guidance  of  first  Charles  LeBrun, 
then  Jean  I.  Beramand  finally  Claude  III  Audran.  Such  designs  were 
of  course  copied  and  adapted  by  artists  and  craftsmen  outside 
France,  for  it  was  during  the  reign  of  Louis  XIV  that  France  began 
to  exert  her  artistic  domination  over  the  rest  of  Europe. 
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The  Walpole  Society 


AMONG  the  numerous  scholarly  contributions  to  the  history  of  art 
in  England  published  during  the  present  century  the  thirty-six  vol- 
umes of  the  Walpole  Society  rank  very  high  indeed.  The  Connoisseur 
reiterates  that  they  form  a  series  wliieh  every  library  should  possess.  Not  only 
do  they  contain  numerous  erudite  articles  on  such  diverse  subjects  as 
twelfth-  and  thirteenth-century  manuscripts,  Elizabethan  and  Stuart 
portraits,  Canaletto's  visit  to  England,  British  artists  in  India  and  the 
drawings  ot  Francis  Place,  but  also  whole  volumes  devoted  to  Inigo 
Jones'  designs  for  masques,  the  drawings  and  sketches  ofj.  R.  Cozens  and 
Gainsborough's  portraits.  And  the  Society  has,  of  course,  published  many 
important  documents  for  the  history  of  English  art.  The  best  known  of 
these  are  the  meticulously  edited  notebooks  of  George  Vertue:  but  much 
other  valuable  source  material  has  been  made  available  to  scholars  by  the 
Society,  notably  the  note-book  and  account  book  of  Nicholas  Stone, 
John  Sell  Cotman's  letters  from  Normandy,  Horace  Walpole's  journal 
ot  visits  to  country  seats  and  notes  on  exhibitions,  one  of  John  Flaxman's 
account  books  and  the  memoirs  of  Thomas  Jones. 

The  society's  latest  volume,  which  fully  maintains  the  high  standard 
of  scholarship  set  by  its  predecessors  (and  is  no  less  handsomely  printed 
and  produced),  opens  with  a  fascinating  account  by  Miss  Orovida  Pissarro 
of  the  part  which  Prince  Rupert  played  in  the  invention  and  development 
of  mezzotint  engraving.  On  the  24th  February,  1661,  John  Evelyn  record- 
ed that  Prince  Rupert  first  showed  him  how  to  'Grave  in  M(e)zzo  Tinto' 
and  later  that  year  noted  that  the  Prince  gave  him  permission  to  publish 
this  method  in  his  'Historie  of  Caleographie,  which  set  so  many  artists  on 
Worke,  that  they  soon  arrived  at  that  perfection  it  is  since  come,  emula- 
ting the  tenderest  miniature'.  But  when  he  published  his  Sculptura  in  the 
following  year  he  referred  only  in  the  vaguest  terms  to  this  'new  way  of 
engraving,  or  Mezzotinto,  invented  and  communicated  by  his  Highness 
Prince  Rupert .  .  .'  And  many  years  later  he  named  Ludwig  von  Siegen 
as  the  inventor  of  the  process.  This  apparent  contradiction  has  caused 
great  confusion.  But  the  recent  discovery  of  a  manuscript  by  Evelyn  at 
Christ  Church,  Oxford,  explains  Rupert's  title  to  originality  and,  as  Miss 
Pissarro  remarks,  'clarifies  the  whole  matter  to  the  credit  of  all  parties'. 
Briefly,  the  manuscript  and  certain  letters  from  Rupert  reveal  that  while 
von  Siegen  accidentally  discovered  the  principle  of  the  mezzotint  pro- 
cess, it  was  the  Prince  who,  between  1657  and  1661,  developed  it  into  a 
medium  which  could  reproduce  the  chiaroscuro  effects  of  paintings. 

The  rest  of  the  volume  is  devoted  to  Jonathan  Skelton,  a  very  interest- 
ing but  hitherto  little  known  watercolour  painter  who  died  young  in 
Rome  in  1759.  Mr.  Rowland  Pierce  has  provided  a  brief  account  of 
Skelton's  career  in  England  and  a  check-list  of  all  his  recorded  drawings, 
nineteen  of  which  are  reproduced  and  substantiate  the  claim  that  he  was 
among  the  most  promising  of  early  English  watercolourists.  But  it  is  not 
only  to  students  of  watercolours  that  this  account  of  Skelton  will  appeal, 
for  the  volume  also  contains  the  correspondence  between  Skelton  and 


his  patron,  William  Herring,  together  with  some  associated  letters  which 
record  the  unhappy  circumstances  of  the  artist's  death.  These  letters  have 
been  engagingly  introduced,  expertly  edited  and  copiously  annotated  by 
Mr.  Brinsley  Ford. 

Mr.  Ford  is  the  most  erudite  student  of  the  eighteenth-century  Anglo- 
Roman  scene  and  he  has  been  able  to  identify  nearly  everyone  whose 
name  appears  in  these  letters.  His  contribution  to  this  volume  therefore 
serves  as  an  admirable  introduction  to  the  fascinating  world  of  grand- 
tourists,  Jacobites,  dilettantes,  cicerones  and  artists  in  which  he  is  so  much 
at  home.  His  notes  present  in  compact  form  the  essential  information 
about  such  central  figures  as  Gavin  Hamilton,  Thomas  Jenkins,  and 
Richard  Dalton.  They  also  throw  light  on  several  of  those  shadowy 
personalities  who  flit  through  these  and  other  letters — Signor  Barazzi  the 
banker,  Dr.  James  Murray  the  physician,  Henry  Lyte  the  bear-leader, 
Sir  William  Knatchbull-Wyndham  besides  the  many  artists  like  George 
James,  John  Plimmer,  James  Forrester  and  the  mysterious  'Magilp  Day' 
— and  provide  invaluable  information  on  such  topics  as  the  exchange 
value  of  Roman  currency,  the  English  customs  duty  levied  on  works  of 
art,  the  habitues  of  the  English  Coffee  House  in  Piazza  di  Spagna  and  the 
history  of  the  Protestant  cemetery  where  Skelton  was  buried.  These  notes 
are,  in  fact,  of  equal  if  not  greater  interest  than  the  letters  and,  unlike 
them,  are  enlivened  by  many  touches  of  Augustan  humour  which  would 
have  delighted  Horace  Walpole.  Writing  of  Dr.  James  Murray,  for 
instance,  Mr.  Ford  remarks :  'But  for  the  convincing  modern  diagnosis  . . . 
as  to  the  cause  of  Skelton's  death,  it  might  have  been  suspected  that  the 
final  dose  administered  by  Dr.  Murray  was  as  unfortunate  in  its  conse- 
quences as  the  results  which  followed  upon  his  prescription  for  another 
patient,  as  related  in  the  following  anecdote  by  General  Durham  about 
Dr.  Murray.  'While  one  day  on  an  antiquarian  circuit  through  Rome 
with  a  party,  a  window  was  thrown  open  by  the  wife  of  one  of  his 
patients:  "Come  sta  il  vostro  marito  sta  mattina?"  "Sta  bene".  "So  I 
thought,"  said  the  doctor  to  his  friends,  "for  I  gave  him  a  proper  strong 
dose  last  night".  "Sta  in  cielo!  e  morto",  continued  the  bereaved 
widow".'  The  notes  to  Skelton's  letters  give  this  volume  an  importance 
for  all  interested  in  the  social  and  artistic  worlds  of  eighteenth-century 
Rome;  and  they  are  all  the  more  useful  for  being  indexed. 

Forthcoming  volumes  to  be  published  by  the  Walpole  Society  will 
include  critical  editions  of  the  manuscript  catalogues  of  Charles  I's 
collection,  and  the  entry  books  of  the  Royal  Academy  Schools  from  1769 
to  1830,  the  archives  of  the  Painter-Stainers'  Company,  and  catalogues 
of  the  paintings  and  drawings  of  Sir  Thomas  Lawrence  and  the  sculpture 
of  Sir  Francis  Chantrcy.  All  these  volumes  will  be  sent  to  members  of  the 
Society  for  the  astonishingly  small  subscription  of  one  guinea  per  annum. 

Full  details  of  membership  can  be  obtained  from  the  Assistant  Treasurer,  The 
Department  of  Prints  and  Drawings,  The  British  Museum,  London,  IV.C.i. 
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Bold  Showing  at  the  Louvre 


WHEN  Monsieur  Andre  Malraux  was 
appointed  Minister  of  Cultural  Affairs  of 
the  Fourth  French  Republic,  he  turned  his  atten- 
tion from  the  theories  of  the  Musee  Imaginaire  to 
the  practical  problems  presented  by  the  vast  pub- 
lic collections  in  France  winch  house  so  many  of 
the  world's  greatest  masterpieces.  At  the  Louvre 
he  discovered  that  only  a  fraction  of  the  entire 
collection  of  paintings  was  on  show  and 
promptly  initiated  a  scheme  for  displaying  the 
many  works  of  art  which  had  for  years  lan- 
guished in  the  deposit.  Early  in  June,  700  ot  the 
eighteenth-century  and  earlier  pictures  were 
brought  up  from  the  cavernous  basements  and 
hung  in  a  series  of  temporary  rooms  on  the  top 
floor  in  the  south-east  corner  of  the  Cour 
Carree.  A  few  weeks  later  a  further  450  nine- 
teenth-century paintings  were  made  available  to 
the  public.  Many  of  the  pre-nineteenth-century 
pictures  in  the  Louvre  collection  are  still  hidden 
away,  but  we  are  informed  that,  in  time,  these 
will  be  given  an  airing,  probably  in  the  rooms 
now  devoted  to  the  first  700.  The  twenty-two 
rooms  in  which  the  later  works  (including 
examples  of  David,  Ingres,  Delacroix,  Gericault. 
Corot  and  Courbet)  are  shown  are,  however,  to 
remain  undisturbed. 

As  was  to  be  expected,  the  least  interesting  ot 
the  temporary  rooms  are  those  devoted  to 
paintings  of  the  Renaissance  and  earlier  periods ; 
for,  like  other  museums,  the  Louvre  has  dis- 
played the  bulk  of  such  works  ever  since  the  war 
in  the  quaint  belief  that  fourteenth-  and  fifteenth- 
century  pictures,  of  whatever  quality,  are  more 
acceptable  to  the  public  than  those  of  the 
seventeenth  and  eighteenth  centuries,  however 
accomplished  they  may  be.  But  even  in  the  first 
room  there  is  one  work  of  outstanding  beauty : 
the  golden  toned  Annunciation  which  Professor 
Longhi  attributes  to  Carlo  Braccesco  and  has 
called  the  'apice  della  pittura  lombarda  del 
Quattrocento'.  There  is  also  a  lovely  tranquil 
Perugino  Madonna  and  Child  with  St.  Catherine 
and  St.  John  the  Baptist  and  there  are  one  or  tw  o 
attractive  Venetian  altarpieces.  Of  the  High 
Renaissance  pictures  the  most  interesting  is  the 
Death  of  Adonis  which  seems  to  be  very  largely 
the  work  of  Tintoretto  and  was  accepted  as  such 
by  Berenson  though  dismissed  by  Tietze.  There 
are  several  north  European  works  of  the  six- 
teenth century,  notably  a  male  portrait  by 
Anthonis  Mor,  an  Allegory  of  Justice  by  Bar- 
tholomeus  Spranger  and  some  attractive  French 
mannerist  pieces. 

The  seventeenth-century  rooms  are  far  richer 
than  those  devoted  to  earlier  pictures.  Here  the 
Bolognese  school  is  represented  by  several  works 
of  outstandingly  high  quality:  Annibale  Car- 
racci's  jewel-like  Sacrifice  of  Isaac  and  his  large 
and  moving  late  Pieta  (which  was  in  the  church 
of  S.  Francesco  a  Ripa,  Rome,  until  stolen  by  the 


Hubert  Robert's  Project  for  lighting  the  Grande 
Gallerie  du  Louvre.  Photograph:  Giraudon. 


Napoleonic  troops);  Guido  Reni's  elegant  and 
colourtul  Rape  ot  Helen  and  his  Ecce  Homo  which 
was  once  among  the  most  famous  pictures  in  all 
Europe;  and  canvases  by  such  attractive  minor 
masters  as  Simone  Cantarini  and  G.  F.  Grimaldi. 
Among  the  other  seicento  pictures  there  are  fine 
and  characteristic  works  by  Domenico  Feti, 
Bernardo  Strozzi,  Pietro  da  Cortona  (a  spirited 
Dido  and  Aeneas)  and  P.  F.  Mola.  Dutch  and 
Flemish  seventeenth-century  painters  make  an 
equally  impressive  show  ing,  with  no  fewer  than 
eight  works  attributed  to  Rembrandt,  two  fine 
Hals  portraits,  and  some  beautifully  calm 
landscapes  by  Cuyp  to  say  nothing  of  the  many 
cabinet  pieces  by  Michiel  Sweerts,  Wallerant 
Vaillant  (the  Young  Draughtsman  of  which  there 
is  an  inferior  version  in  the  National  Gallery), 
Paul  Bril,  Poelenburgh  and  others.  A  group  of 
large  Murillos,  of  a  type  which  was  exception- 
ally popular  in  the  nineteenth  century  and  is  now 
returning  to  favour,  represents  Spanish  painting 
of  the  same  period.  Then  there  are  numerous 
French  pictures  including  a  landscape  by  Claude, 
a  Dead  Christ  and  a  very  swagger  portrait  of  the 
President  de  Mignes  by  Philippe  de  Champaigne, 
and  an  attractive  group  of  peasants  by  Le  Nam. 
besides  excellent  works  by  Blanchard,  Le  Brun, 
Vouet  and  several  less  well-known  masters. 

In  the  final  room,  which  is  devoted  to  the 
eighteenth  century,  the  French  pictures  steal  the 
show.  Here,  too,  the  visitor's  astonishment  at 
the  wealth  of  the  Louvre's  resources  reaches  its 
climax.  There  are  no  fewer  than  ten  paintings 
attributed  to  Chardin  (the  majority  of  which 
seem  to  be  autographed)  and  twelve  by  Hubert 


Robert,  including  several  which  show  him  at  his 
very  best:  The  Fire  at  the  Opera,  The  Visit  to  the 
Museum  and  The  Obelisk.  There  are  two 
Bouchers — Venus  and  Vulcan  and  the  delightful 
little  self-portrait — Fragonard's  shimmering 
vision  of  the  Cascades  of  Tivoli,  a  sparkling 
architectural  fantasy  by  Lajoue,  and  a  Lancret  of 
skaters  gliding  round  a  rococo  fountain  which 
epitomizes  the  courtly  elegance  of  the  age  ot 
Louis  XV.  The  few  Italian  eighteenth-century 
w  orks  include  a  richly  painted  Allegory  by  G.  A. 
Pellegrini,  A  Satyr  and  Peasants  by  Sebastiano 
Ricci  (perhaps  his  most  covetable  work),  the 
Soldier  with  a  Drum  by  Giuseppe  Angeli, 
imitating  his  master  Piazzetta  with  greater 
success  than  usual,  and  a  view  of  Piazza  Navona 
by  G.  P.  Pannini.  Students  of  English  art  will  be 
interested  to  notice  a  painting  of  a  boy  with  a 
glass  signed  by  Philippe  Mercier  and  probably 
executed  before  he  came  to  England. 

In  order  to  fit  these  700  pictures  closely 
together  into  seven  moderately  sized  rooms  it 
was  necessary  to  resort  to  methods  of  hanging 
which  now  seem  refreshingly  old-fashioned.  Yet 
for  students  and  collectors  especially,  the  oppor- 
tunity ot  seeing  a  large  number  ot  pictures  hung 
permanently  in  public  galleries  is  of  far  greater 
value  than  the  niggardly  concessions  offered  by 
most  museums  for  seeing  individual  works  by 
appointment.  In  short,  the  bold  example  set  by 
the  Louvre  should  be  followed  by  those  who 
administer  great  collections  in  London  and  else- 
where. And  in  every  gallery  a  few  rooms  should 
invariably  be  devoted  to  works  at  present  un- 
warrantably hidden  in  the  reserve. 
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Silent  World 

In  Seventeenth-Century  Netherlandish  Art 


MR.  TERRY  ENGELL'S  choice  of 
title  for  his  exhibition  which  is  to  run 
.it  his  gallery  in  Bury  Street,  London,  from 
October  25th  to  December  3rd  is  itself  eloquent. 
For  the  subject  is  Still-Life  by  the  Old  Masters  of 
the  great  days  centred  upon  the  seventeenth  cen- 
tury and  the  Netherlandish  artists.  If  this  extends 
a  little,  in  time  backwards  to  the  sixteenth  and 
forwards  to  the  early  seventeenth  centuries,  in 
space  to  Germany,  France,  and,  in  one  instance, 
to  Spain,  the  focus  remains  nevertheless  upon  this 
most  perfect  place  and  period  of  Still-Life.  The 
exhibition  thus  offers  a  unique  opportunity  to 
collectors,  students  and  connoisseurs,  and  the 
growing  legion  of  lovers  of  this  phase  of  art : 
and  the  vast  success  of  this  year's  exhibition  at 
( Jhent  proves  how  numerous  they  are. 

More  than  thirty  works  have  been  acquired 
for  the  Terry  Engell  Exhibition.  Half  of  them 
have  been  in  the  Gemeentemuseum  at  The  Hague 
for  the  last  half  century  or  more;  and  practically 
all,  as  the  well-documented  catalogue  reveals, 
have  exact  and  impressive  records.  The  scheme 
of  this  exhibition  is  not  only  to  concentrate  on 
these  older  masters,  but  to  choose  only  master- 
pieces from  their  hands.  Ambrosius  Bosschaert 


II,  Abraham  van  Beyeren,  Jan  Jacobsz  de  Heem, 
fan  van  Kessel,  Biltius,  Assteyil,  Verbrugghen — 
the  famous  names  are  here,  and  along  with  them 
a  few  rare  works  by  others  who  perfected  this 
lively  art  of  unliving  things. 

The  upstairs  gallery  will  be  dominated  by  one 
of  those  magnificent  overmantel  pictures  which 
( iaspar  Verbrugghen  created  for  the  fine  houses 
at  The  Hague :  a  riot  of  massed  flowers  in  a  vast 
terracotta  vase  on  a  pedestal.  Elsewhere  on  the 
walls  a  pair  of  small  copper  panels  by  Jan  van 
Kessel  will  reveal  the  art  in  its  miniature  perfec- 
tion :  porcelain  dishes,  glass,  silver  and  truit 
brought  together  in  a  composition  so  sensitive 
that  nothing  could  be  changed.  For  we  must 
need  remember  that  this  art  of  Still-Life  is 
evoked  by  the  artist's  impulse  to  organise  the 
forms,  the  colours,  the  tones  and  textures  of  his 
painting.  Thus  they  are  at  once  most  realistic, 
and  most  abstract;  deeply  involved  in  subject 
matter,  yet  equally  with  significant  form,  with 
paint  quality,  with  all  the  'pure  art'  demands  of 
our  own  day. 

In  that  double  knowledge  we  look  with  eyes 
both  old  and  new  at  such  an  exquisite  Flower- 
Piece  as  that  by  J.  B.  van   Fornenburgh  the 


Elder,  or  at  the  lovely  little  Ambrosius  Boss- 
chaert to  which  it  is  allied  in  spirit,  and  which 
was  included  in  this  year's  Ghent  exhibition.  The 
very  simplest  elements  are  brought  together 
with  the  utmost  beauty  of  effect.  Or  at  the  small- 
scale  yet  consummate  excellence  of  a  dish  of  Wild 
Strait'bcrries  by  that  rarely  seen  master,  A.  S. 
Coorte,  so  sparklingly  fresh  that  it  is  as  if  the 
dew  were  still  upon  them. 

Still-Lite  subjects,  it  is  true,  are  not  always  so 
attractive  in  themselves.  Plucked  poultry  or  dead 
fish  as  easily  provide  the  elements  for  art  as 
flowers,  shells,  silver  dish,  or  crystal  roemer.  So 
the  two  works  by  Biltius;  the  Fish  by  that  Master 
ot  Fish,  Jakob  Gillig;  the  marvellously  por- 
trayed Dead  Birds  by  German  born  Johannes 
Cuvenes;  or  the  tremendous  Sideboard  Piece  with 
Fish  by  Abraham  van  Beyeren :  all  perfect  revel- 
ations of  the  genius  of  these  artists  to  'turn  all  to 
favour  and  to  prettiness'. 

C  )ne  poetic  overtone  of  the  Terry  Engell 
exhibition  title  is  that  the  proceeds  from  the  sale 
of  catalogues  on  this  occasion  are  to  be  given  to 
the  British  Deaf  and  Dumb  Association  in  aid  of 
those  who  must  needs  depend  upon  visual 
beauty  in  their  own  Silent  World. 


(Left).  Flowers  in  a  Glass  Vase.  By  J.  B.  van  Fornenburgh  the 
Elder.  Signed  and  dated  1625,  panel,  9^  <  "]{  in.  (Below). 
Still-Life  with  Fruit.  By  Jan  van  Kessel.  On  copper,  5      6i  in. 


AIJRAHAM  VAN  BEYEREN  (1620/21-1690).  STILL-LIFE  WITHFISH.  SIGNED.  CANVAS, 
29      24  INCHES  (73I      61   CM.).   FROM  THE  COLLECTION   OF  JACOB  MARIS. 

///  the  exhibition  of  Still-Life  Paintings  by  Old  Masters  entitled  'Silent  World',  at  the  H. 
Terry-Engell  ( '.all cry.  8  Bin  y  Street.  St.  James's,  Loudon,  from  2>tli  Ot  tober  to  fid  December. 


AN  EXTREMELY  RAUL  PAIR  OF  CRESTE1 )  BIRDS  BY  THOMAS  WHIELDON,  Xy  INCHES 
HIGH,  ABOUT  1755.  EDITORIAL  REFERENCE  IS  MADE  TO  THESE  RARITIES  ON  RAGE  136. 

///  the  possession  oj  Messrs.  Til  Icy  &  Co.  (Antiques)  Limited,  2  Syntoiis  Street, 
Sloane  Square,  Lou, lou,  S.W.j. 
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Books  Reviewed 


JAPANESE  CERAMICS:  By  Roy  Andrew 
Miller.  Tokyo:  Toto  Shuppan  Company, 
Limited.  (Distributed  by  Charles  E.  Turtle 
Company,  Rutland,  Vermont,  U.S.A.)  $12.50 
in  U.S.A. 

MA  N  Y  of  those  who  admire  the  faultless 
technique  and  the  precise  symmetry  of 
the  Chinese  potters  have  little  patience  with  the 
Japanese  wares,  which  to  them  seem  coarse  and 
shapeless.  I  have  heard  one  eminent  dealer  dis- 
miss them  quite  brusquely :  'I  like  my  pots  to  be 
round'  was  his  comment.  But  Japanese  pottery 
was  often  crude  by  intention,  and  its  apparent 
rusticity  was  the  outcome  of  extreme  sophistica- 
tion. The  potters  had  genuine  feeling  for  surface 
texture,  for  the  contrast  of  glaze  and  rough 
earthenware,  for  the  subtleties  of  forms  always 
veering  away  from  bilateral  symmetry.  The 
Japanese  wares  most  exciting  to  us  are  those  in 
which  these  uniquely  nationalistic  characteristics 
are  manifest,  and  they  are  usually  those  where 
the  potters  are  furthest  from  Chinese  ideals.  We 
have  always  lacked  a  finely  illustrated  book  in 
English  dealing  with  Japanese  ceramics,  and 
although  the  book  under  review  can  be  looked 
on  as  no  more  than  an  introduction,  it  does 
express  the  Japanese  taste,  and  illustrates  it 
superbly  by  pieces  prized  by  the  country's 
connoisseurs. 

Japanese  ceramics  have  never  received  the 
attention  devoted  to  the  other  arts  of  the  country. 
Paintings,  prints,  sculpture,  lacquer,  metal-work 
and  netsuke  have  their  histories,  essays  of  critical 
appreciation  and  guides  for  collectors,  but  there 
is  very  little  literature  of  real  value  to  the  student 
of  porcelain  and  pottery.  Audsley  and  Bowes' 
Ceramic  Art  of  Japan  was  published  in  1875, 
Franks'  Japanese  Pottery  in  1880,  and  Brinckley's 
encyclopedic  work  in  1902.  All  suffer  from 
what  would  now  be  considered  a  wrong  ap- 
proach and  were  perforce  based  on  inadequate 
knowledge — systematic  site-digging  did  not 
begin  until  long  after  these  books  appeared.  A 
few  iUuminating  papers  are  to  be  found  in  the 
Transactions  of  the  Japan  Society  of  London — 
notably  R.  L.  Hobson's  'Notes  on  Japanese 
Pottery'  in  Volume  28 — but  the  only  readily 
accessible  book  is  the  Tourist  Library's  Ceramic 
Art  of  Japan,  re-issued  in  1953.  This  is  a  concise 
account,  but  its  usefulness  is  limited  by  the  com- 
pression forced  on  text  and  illustration  by  the 
small  format. 

Mention  must  be  made  of  the  work  of  Ber- 
nard Leach  who,  of  any  person  outside  Japan, 
has  shown  the  deepest  understanding  of  the 
spirit  and  the  technique  of  Japanese  pottery,  not 
only  in  his  own  lovely  pots  in  the  Kenzan  tradi- 
tion, with  their  immensely  beneficial  influence 
on  the  modern  trend,  but  also  in  his  writings. 
These  are,  however,  more  in  the  nature  of 
reminiscence,  and  never  intended  to  supply  our 
need  for  a  comprehensive  text-book. 


The  simplest  explanation  of  the  comparative 
neglect  of  a  sphere  of  art  in  which  the  Japanese 
contribution  has  been  highly  original  and  the 
model  for  much  modern  European  design  and 
technique,  is  that  Japanese  ceramics  have  seldom 
been  collected ;  perhaps  one  should  say,  have  not 
been  available  to  collectors.  Our  national 
museums  have  only  small  and  unrepresentative 
collections,  and  provide  meagre  exhibition 
space  (Maidstone,  in  fact,  has  a  more  impressive 
display  than  either  the  British  Museum  or  the 
V.  &  A.).  For  the  one  private  collector  of  Japan- 
ese pots,  there  must  be  at  least  a  hundred  who 
collect  Chinese;  and  whilst  some  might  argue 
that  this  is  a  reflection  of  the  superiority  of  the 
Chinese  wares,  the  truer  explanation  seems  to 
lie  in  the  relative  scarcity  of  the  Japanese,  and 
our  consequent  ignorance  of  their  special  and 
appealing  qualities. 

There  was  a  time,  at  the  end  of  the  seventeenth 
century,  when  Japanese  porcelain  was  more 
highly  prized  in  Europe  than  the  contemporary 
products  of  China,  and  the  early  Kakiemon  and 
Imari  wares  are  probably  better  represented  in 
Europe  than  in  Japan,  as  was  proved  by  the 
excellent  Arts  Council  exhibition  in  1956,  fur- 
nished entirely  by  specimens  from  the  collections 
of  members  of  the  Oriental  Ceramic  Society. But 
it  is  in  the  pottery  inspired  by  the  Cults  of  Zen 
and  Tea  that  we  find  the  especial  ceramic 
expression  of  the  Japanese.  The  studied  sim- 
plicity ;  the  use  of  blemished  earthenwares,  full 
of  shell  and  grit  that  were  encouraged  to  encrust 
the  surface  of  tea-bowl  and  flower-vase;  the 
deceptive  carelessness  in  applying  glazes;  the 
random  decoration — all  these  were  not  matters 
merely  of  technique,  they  were  the  outcome  of  a 
cast  of  thought,  a  deliberate  attitude  to  life.  One 
of  the  qualities  sought  by  the  Japanese  is  called 
zangurashita,  'an  agreeably  rough  touch',  and 
that  indicates  how  far  we  may  be,  on  a  study  of 
photographs  alone,  from  a  full  understanding  of 
what  constitutes,  in  the  Japanese  view,  an  admir- 
able piece  of  pottery. 

But  if  this  new  book  can  only  go  part  way  to 
dispelling  our  lack  of  understanding,  its  beautiful 
plates  must  surely  convince  many  of  the  artistic 
validity  of  the  ceramics,  and  especially  the  pot- 
tery, of  Japan.  It  is  a  re-issue,  with  English  text 
and  additional  colour-plates,  of  a  Japanese 
publication  that  appeared  in  1954,  with  essays 
by  three  well-known  Japanese  ceramists.  Hither- 
to, the  tendency  of  both  Japanese  and  foreign 
writers  has  been  to  attempt  to  follow  the  very 
detailed  classifications  of  the  Japanese  collectors, 
and  the  multiplicity  of  kiln-  and  site-names  has 
led  only  to  confusion.  Here,  wares  of  similar  type 
have  been  grouped  together  and  the  broader 
classification  thus  imposed  will  undoubtedly 
prove  of  service  to  those  approaching  the  subject 
for  the  first  time. 

No  praise  can  be  too  high  for  the  illustrations. 


The  19  colour-plates  are  unusually  convincing, 
and  the  96  large-scale  monochrome  plates 
reproduce  superb  photographs  that  bring  out  all 
those  variations  of  surface  texture,  grain  of 
earthenware  and  mark  of  the  spatula,  on  which 
the  potters  of  Japan  relied  for  much  of  their 
effect.— J.H. 

SHAKESPEARE    AND    THE  ARTIST: 

By  W.  Moelwyn  Merchant.  (Oxford  Univer- 
sity Press.  £s  $s.  net). 

MUCH  has  been  written  about  the  Elizabethan 
Stage,  and  even  a  good  deal  of  value  about  the 
illustration  by  artists  of  Shakespeare,  but  this 
volume  is  in  a  class  by  itself:  it  is  a  positive  monu- 
ment of  learning,  within  its  own  terms  of  refer- 
ence a  definitive  work,  and  eclipses  all  the  pre- 
vious rather  scanty  literature  on  the  subject. 

But  there  are  really  two  subjects  or  intimately 
connected  themes — the  illustrated  editions  of 
Shakespeare  and  pictures  inspired  by  the  plays, 
and  the  stage  itself,  stage  sets,  decor  and  scenery ; 
that  is  illustration  and  production,  the  one  con- 
tinuously acting  on  the  other  and  the  whole 
forming  a  history  of  the  visual  interpretation  of 
Shakespeare  from  his  own  age  down  to  our  time, 
on  a  scale  never  heretofore  attempted. 

Dr.  Moelwyn  Merchant's  Shakespeare  and  the 
Artist  is  the  kind  of  book  which  should  certainly 
be  sponsored  by  a  University  press.  It  is  a  truly 
impressive  example  of  patient  scholarship  and 
research,  indispensable  to  students  of  the  theatre, 
and  not  less  so  to  students  of  the  by-ways  (for  it 
must  be  allowed  that  the  illustration  of  Shakes- 
peare in  aesthetic  importance  is  scarcely  more)  of 
English  painting  and  engraving. 

It  is  highly  specialised,  demands  close  attention 
and  is  by  no  means  light  reading.  The  wide 
range  of  the  interwoven  subjects,  the  lengthy 
discussion  of  innumerable  productions  of  plays 
by  Shakespeare  and  later  free  adaptations,  or 
travesties,  of  his  plays,  and  the  painstaking  analy- 
sis of  the  whole  corpus  of  engraved  illustrations 
and  pictures,  put  it  quite  beyond  the  scope  of  a 
brief  review;  and,  moreover,  a  large  proportion 
of  the  text  can  scarcely  be  regarded  as  relevant  to 
these  pages.  Illustrations  of  Shakespeare  may  be  of 
absorbing  interest  to  the  historian  of  the  theatre 
as  reflecting  production  or  helping  to  determine 
its  character  and  yet  be  almost  negligible  as 
works  of  art,  and  many  of  those  which  Dr. 
Merchant  very  rightly  discusses  at  length  are 
undeniably  in  that  class. 

To  represent  the  baroque  Shakespearian  stage 
with  its  elaborate  spectacles,  'machinery'  and 
operatic  appurtenances,  in  the  absence  of  English 
illustrations,  we  are  given  three  designs  by 
Giacomo  Tonetti  for  Corncille's  Andromiche  of 
1650;  though  there  is  no  reason  to  think  that  the 
scenery  of  the  English  post-Restoration  theatre 
approached  them  closely;  and  it  could  offer 
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'little  more  than  tentative  experiments  in  gran- 
diose scenic  effects'.  We  come  near  to  such 
experiments  in  an  unidentified  drawing  in  the 
Burney  Collection  at  The  British  Museum, 
showing  a  'frontispiece'  which  seems  more  or 
less  to  correspond  with  Shadwcll's  description  of 
how  his  production  of  The  Tempest  should  be 
staged. 

With  the  eighteenth  century  the  age  of  Shakes- 
pearian illustration  really  begins.  Leaving  aside 
the  illustrated  editions  of  Rowe,  Theobald  and 
Hanmer  (the  last  a  noble  volume  notable  for  the 
rococo  grace  of  Gravelot's  drawings  for  the 
engraver),  we  have,  among  much  else,  the  Vaux- 
hall  decorations  in  which  Hayman  and  Hogarth 
(in  a  minor  degree)  combined;  and  later  the 
'Shakespeare  Gallery',  Boydell's  costly  and  mis- 
conceived venture.  Then  come  the  Romantics, 
Fuseli,  Wright  of  Derby,  Loutherbourg,  Blake, 
Barry  and  many  more,  a  tradition  extending  far 
into  the  nineteenth  century  and  (in  a  spate  of 
book  illustration)  with  a  growing  insistence  on 
historical  accuracy  of  representation,  the  arid 
waste  of  the  Victorian  age  being  barely  redeemed 
by  two  or  three  Pre-Raphaelite  works. 

If  Shakespearian  illustration,  painted,  drawn 
and  engraved,  is  in  its  entirety  a  quite  consider- 
able contribution  to  English  art,  with  very  few 
exceptions  it  has  not  enhanced  the  reputations  of 
the  artists  engaged  in  it.  Hogarth's  fame  owes 
something  to  his  stage  'conversations'  but  not  to 
Shakespeare.  How  vastly  inferior  is  his  histrionic 
Richard  III  with  its  Wardour  Street  'properties' 
to  his  nobly  interpretive  Captain  Coram,  though 
Dr.  Merchant  greatly  admires  this  representation 
of  Garrick  as  the  King.  Among  the  many  frigid 
neo-classic  and  comically  would-be  heroic 
pictures  produced  for  Alderman  Boydell, 
Runciman's  'Lear'  curiously  preluding  romanti- 
cism, is  almost  the  only  good  picture,  independ- 
ently of  its  theme.  One  or  two  of  Blake's  draw- 
ings are  among  his  finest  inventions — 'Pity  like 
a  naked  new-bom  babe'  above  all.  Our  native 
school  is  commonly  charged  with  being  incur- 
ably 'literary'  and  illustrative,  yet  on  the  whole 
the  works  of  our  greatest  poet  have  not  set  the 
imaginations  of  English  artists  on  fire.  They  have 
failed  inevitably  in  the  attempt  'to  confine  the 
illimitable',  and  the  greater  the  poetry  the  more 
conspicuous  the  failure  to  render  it  in  visual 
terms.  But  the  visual  interpretation  of  Shakes- 
peare is  obviously  a  subject  of  outstanding  im- 
portance in  the  history  of  the  stage.  That  inter- 
pretation, both  scenic  and  pictorial,  is  here 
searchingly  analysed  and  Dr.  Merchant  has 
enabled  us  to  form  for  the  first  time  an  adequate 
conception  of  its  character  and  range. — R.E. 

ENCYCLOPEDIA    OF   WORLD  ART: 

Volume  I  (London:  McGraw-Hill  Publishing 
Co.  Ltd.,  £,171  8s.  6d.  the  complete  set). 

THE  publication  of  a  thoroughly  illustrated 
encyclopedia  of  art  is  an  event  of  outstanding 
importance.  For  although  popular  encyclopedias 
abound  and  several  technical  encyclopedias  are 
in  course  of  publication,  no  such  work  has  been 
devoted  to  the  whole  history  of  art  from  the 
earliest  times  to  the  present  day.  The  Encyclopedia 
of  World  Art,  sponsored  by  the  Fondazione 
Giorgio  Cini  at  Venice  and  published  in  Italian 


and  English  editions,  is  therefore  assured  of  a 
warm  welcome.  Three  volumes  of  the  Italian 
edition  have  been  published  and  are  already  in 
use  in  many  public  and  private  libraries.  Now  the 
first  volume  of  the  English  edition  has  appeared. 

This  encyclopedia  is  edited  by  a  distinguished 
panel  of  scholars  and  draws  on  contributions 
from  historians  of  art,  critics  and  archaeologists 
of  all  nationalities.  The  individual  articles  are  full 
and  scholarly  and  supplied  with  bibliographies 
so  abundant  as  to  be  daunting.  But  the  biblio- 
graphies alone  would  give  the  work  an  inestim- 
able value.  The  first  volume  is  also  superbly  well 
illustrated  with  542  pages  of  plates,  the  vast 
majority  of  which  will  be  unfamiliar  to  most 
students  whether  their  interests  he  mainly  in 
Europe,  the  Orient  or  the  Americas.  Even  the 
colour  plates,  which  are  numerous,  are  generally 
very  good  and  some  of  them  especially  those  of 
small  objects,  are  among  the  best  the  present 
reviewer  has  seen  anywhere.  The  volume  has 
been  excellently  printed  and  is  cased  in  a  binding 
which  is  at  once  elegant  and  serviceable.  When 
complete  the  work  will  fill  fifteen  volumes. 

The  greatest  of  all  encyclopedias,  that  edited 
by  Diderot  and  d'Alembert,  was  among  the 
most  characteristic  productions  of  its  time  and 
country.  It  cannot,  therefore,  be  a  matter  for 
surprise  or  regret  that  the  Encyclopedia  of  World 
Art  is  strongly  marked  by  the  present  age  and 
the  interests  of  the  two  countries,  Italy  and  the 
United  States,  which  have  sponsored  its  publica- 
tion. Contemporary  art  is  given  much  more 
space  than  is  usual  in  works  compiled  by  histor- 
ians of  art  and  it  is  significant  that  the  illustrations 
to  the  first  volume  open  with  a  photograph  of 
the  Finnish  pavilion  designed  for  the  New  York 
World  Fair  of  1939  by  Alvar  Aalto.  American 
art  will,  no  doubt,  be  exceptionally  well  covered: 
indeed  the  fifty  pages  of  text  and  seventy  pages 
of  plates  devoted  to  post-Columbian  art  in 
America  included  in  this  volume  provide  the 
most  succinct  and  reliable  survey  of  the  painting, 
sculpture  and  architecture  available  in  Europe. 
Unfortunately,  however,  the  section  on  the 
decorative  arts  in  America  is  too  brief  to  be  of 
much  value  (even  the  bibliography  seems  too 
choosey)  and  it  is  therefore  to  be  hoped  that  this 
interesting  subject  will  be  more  amply  covered 
in  the  general  articles  on  furniture,  ceramics, 
silver  etc.  which  will  figure  in  later  volumes. 

Hitherto,  most  of  the  great  reference  books 
on  the  history  of  art  have  been  composed  either 
in  the  form  of  histories  of  individual  schools  or  as 
biographical  dictionaries  of  artists.  In  this  ency- 
clopedia the  biographical  element  has  been 
sacrificed  to  the  historical  and  aesthetic;  of  the  58 
articles  which  fill  the  first  volume  only  21,  gen- 
erally rather  brief  sections,  are  given  to  individual 
artists.  The  amplest  biography  is  that  of  Leon 
Battista  Alberti  whose  theories  of  art  and  archi- 
tecture are  fully  investigated.  Other  notable 
biographies  are  those  of  'Abdu's-Samad,  the  late 
sixteenth-century  Persian  miniaturist,  Andrea  del 
Castagno,  Andrea  di  Pontedera,  Benedetto 
Antelami  and  Arnolfo  di  Cambio.  There  are 
articles  on  acoustics,  the  antique  revival, 
archaeology,  arms  and  armour  and  art  nouveau; 
and  there  are  long  sections  on  'art'  and  'architec- 
ture' which  seem  too  general  in  scope.  But  the 


bulk  of  the  volume  is  given  to  regional  cultures 
— Abbaside  art  (a  section  which  is  strikingly  well 
illustrated),  Africa,  the  Americas,  Anglo-Saxon 
and  Irish  art,  Arabia,  Armenia  and  Asia. 

The  unusual  arrangement  of  the  material 
makes  the  encyclopedia  a  little  difficult  to  handle. 
But  there  is  an  art  in  using  any  book  of  reference 
and  finding  in  it  the  information  one  seeks.  Most 
of  the  difficulties  which  assail  those  consulting 
the  first  volume  will  presumably  be  eased  when 
the  final  index  volume  appears.  It  is  to  be  hoped 
that  the  index  will  also  correct  the  mistakes  which 
are  inevitable  in  a  work  so  vast  as  this — though 
the  present  reviewer  has  spotted  only  one: 
'Losenby  Liberty'  for  Lasenby  Liberty  in  column 
811. 

Whether  the  complete  Encyclopedia  of  World 
Art  will  present  a  truly  comprehensive  'round  of 
learning'  cannot  yet  be  judged.  But  the  first  vol- 
ume reveals  that  it  will  include  a  large  number 
of  highly  valuable  articles,  an  indispensable 
range  of  bibliographies  and  a  unique  corpus  of 
photographic  material.  Undoubtedly  it  will  be 
an  indispensable  possession  for  every  reference 
library. — C.R.I. 

LA  MAIOLICA  ITALIANA  SINO  ALLA 
COMPARSA  DELLA  PORCELLANA 
EUROPEA:  By  Giuseppe  Liverani.  (Milan: 
Electa  Editrice.  London:  McGraw  Hill. 
£n  is.) 

THE  Italian  maiolica  of  the  Renaissance  occupies 
such  an  eminent  position  in  the  history  of 
ceramics,  and  indeed  of  European  art  as  a  whole, 
that  it  has  become  the  subject  of  a  continuous 
tradition  of  scholarship  ranging  back  for  almost 
a  hundred  years.  Among  those  who  have  contri- 
buted most  notably  to  this  tradition,  Mr. 
Bernard  Rackham  is  happily  still  with  us;  this 
volume  is  dedicated  to  the  memory  of  his  dis- 
tinguished contemporary  the  late  Gaetano  Bal- 
lardini,  who  was  Professor  Liverani's  predeces- 
sor and  quondam  chief  as  Director  of  the  Museo 
Intemazionale  delle  Ceramiche  at  Faenza. 

As  we  should  expect,  Professor  Liverani  shows 
a  complete  mastery  of  his  material,  which  he 
here  presents  in  the  form  of  a  continuous  narra- 
tive without  chapter-headings  (among  the  very 
full  and  useful  indexes  at  the  back  is  a  table  giving 
page  references  to  the  themes  successively 
handled,  but  it  would  be  easier  for  the  reader  if 
these  signposts  were  included  in  the  text).  There 
are  no  footnotes,  and  the  bibliography  is  strictly 
limited  to  'a  few  fundamental  and  recent 
studies'.  We  have,  in  fact,  a  broad  survey  which 
will  necessarily  be  supplemented  in  detail  by 
Rackham's  Catalogue  of  Italian  Maiolica  in  the 
Victoria  and  Albert  Museum  and  by  the  two 
volumes  of  Ballardini's  Corpus  della  maiolica 
italiana. 

An  earlier  generation  of  scholars,  led  by  Henry 
Wallis,  was  much  impressed  by  the  oriental 
aspect  of  the  decoration  on  Italian  maiolica  of 
the  fifteenth  century;  and  it  has  since  been  estab- 
lished that  the  opaque  white  tin-glaze  which 
forms  the  essential  basis  of  the  maiolica  tech- 
nique was  extensively  used  by  the  mediaeval 
Islamic  potters  of  Mesopotamia  and  Egypt.  All 
too  easily  one  might  assume  that  Italy  imported 
the  conception  of  maiolica  ready-made  from  the 
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Near  East.  But  here  Professor  Liverani  sounds  a 
timely  note  of  warning.  The  process  of  evolu- 
tion from  the  homely  lead-glazed  wares  of  the 
Dark  Ages  was  indeed  very  gradual.  Recent 
archaeological  finds  in  Apulia  and  Sicily  suggest 
that  painted  pottery,  with  or  without  a  rudi- 
mentary tin-glaze,  developed  first  in  the  south. 
South  Italian  bowls  and  dishes  (bacilli),  together 
with  those  imported  from  the  Islamic  East,  were 
cemented  as  decoration  into  the  outer  walls  of 
churches  in  Central  and  North  Italy,  where  they 
may  have  fired  the  imagination  of  local  potters. 
Names  of  such  potters  occur  in  documents  from 
1 142  (Faenza)  and  1195  (Florence)  onwards,  but 
we  cannot  be  sure  they  were  yet  making  painted 
wares.  Professor  Liverani  makes  the  interesting, 
but  not  entirely  convincing  suggestion  that 
stained  glass  windows  influenced  the  potters:  he 
sees  an  affinity  between  the  coloured  glass  de- 
signs with  black  lead  outlines  and  the  green  de- 
signs with  deep  purple  outlines  on  the  gothic 
painted  maiolica.  The  latter  he  divides  into  three 
regional  groups  centred  on  Faenza,  Florence,  and 
Orvieto,  each  with  its  distinct  range  of  shapes. 

With  the  fifteenth  century  came  that  increased 
range  of  colour  and  powerful  design  which,  with 
its  various  types  or  'families',  was  christened  by 
Ballardini  the  'severe  style'.  Ballardini's  classifi- 
cation and  nomenclature  are  followed  both  here 
and  in  the  immensely  more  complex  phases  that 
began  about  the  end  of  the  fifteenth  century, 
when  we  have  to  reckon  not  only  with  a  greater 
number  of  centres  of  production,  but  also  with 
the  recognisable  work  of  known  or  anonymous 
individual  painters.  Professor  Liverani  generally 
accepts  the  attributions  proposed  by  Rackham 
and  his  other  predecessors,  steering  clear  of  such 
controversial  problems  as  the  possible  identifica- 
tion of  the  painter  signing  'F.R.'  with  Francesco 
Xanto.  It  is  nevertheless  a  remarkable  achieve- 
ment to  have  packed  so  much  information  into 
so  few  pages,  for  nothing  important  escapes 
notice.  There  is,  rather  unexpectedly,  a  section 
on  the  della  Robbia  family,  though  as  Professor 
Liverani  points  out,  their  plastic  work  con- 
sistently maintains  a  very  different  spirit  from 
that  of  the  potters  whose  medium  they  shared. 
The  lead-glazed  'sgraffiato'  ware  receives  due 
attention,  and  there  are  brief  accounts  of  those 
Italian  potters  who  emigrated  and  naturalised 
their  art  in  Flanders,  Spain  and  other  countries 
of  Europe. 

The  reaction  against  over-elaborate  decora- 
tion which  began  about  the  middle  of  the  six- 
teenth century  is  here  shown  to  imply  no  loss  of 
vitality  in  the  industry;  the  demand  for  the 
'white'  wares  slightly  painted  in  the  'short  cut' 
style  (stile  compendiario)  greatly  expanded,  especi- 
ally abroad ;  and  from  this  simplified  style  new 
and  more  elaborate  ones  developed  in  the  seven- 
teenth- and  eighteenth-century  factories  of 
Castelli  and  Liguria.  We  may  notice  that  a  rather 
mysterious  group  which  Rackham  regarded  as 
early  Castelli  (Fig.  38)  is  here  described  as  'Apu- 
lian',  though  without  explanatory  evidence.  And 
Professor  Liverani  seems  inclined  to  accept  the 
local  origin  of  the  wall-tiles  (laggioni)  which  have 
survived  in  quantity  at  Genoa.  These,  with  their 
moulded  and  colour-glazed  designs,  are  indis- 
tinguishable from  the  cuenca  tiles  of  Southern 


Spain,  whence  they  must  have  been  imported. 

Finally  we  come  to  the  most  impressive 
feature  of  this  admirably  produced  volume:  83 
large  colour  plates  (there  are  also  52  smaller 
black-and-white  illustrations  in  the  text).  Colour 
and  drawing  are  the  chief  glories  of  Italian 
maiolica.  Neither  can  be  properly  appreciated 
in  the  small  monochrome  illustrations  with 
which  most  previous  writers  on  the  subject  have 
had  to  be  content.  Not  since  Delange's  Recueil 
de  la  faience  italienne  (1869)  with  its  hundred 
plates,  have  we  seen  so  many  fine  coloured  illus- 
trations together.  The  best  almost  communicate 
the  authentic  thrill  of  the  objects  themselves — 
those  showing  pieces  with  bold  designs  and  few 
but  strong  colours.  The  more  complicated  and 
delicate  colour-schemes  of  the  istoriato  pieces  fare 
less  well:  the  blues  are  rather  too  cold,  the  yel- 
lows and  ochres  too  warm.  One  could  wish  to 
see  certain  favourites  in  place  of  some  of  the 
subjects  chosen;  particularly  more  examples  by 
Giovanni  Maria,  one  of  the  Nicola  Pellipario 
plates  in  the  Museo  Correr,  and  a  Castelli  piece. 
The  eight  illustrations  of  the  school  of  della 
Robbia  are  too  large  a  ration,  and  even  so  do 
not  include  an  example  by  Luca  himself.  But 
we  should  be  content  that  we  have  received  so 
much,  and  thank  the  Banco  Nazionale  del 
Lavoro,  whose  enlightened  patronage  has  made 
this  publication  possible.  The  present  printing  is 
only  for  private  distribution,  but  the  book 
should  be  generally  available  by  the  end  of  this 
year. — A.L. 

FORT  JESUS  AND  THE  PORTUGUESE 
IN  MOMBASA,  1593-1729:  ByC.  R.  Boxer 
and  Carlos  de  Azevedo  (London:  Mollis  and 
Carter,  21s.  net). 

KENYA,  which  has  been  called,  somewhat 
unkindly,  a  mixture  of  Aldershot  and  Whip- 
snade,  might  seem  to  promise  little  for  historians 
of  European  art.  And  very  few  realise  that  in 
Fort  Jesus,  on  Mombasa  Island,  it  possesses  one 
of  the  finest  surviving  examples  of  Italianate 
High  Renaissance  military  architecture.  This 
stronghold,  and  the  colony  it  once  guarded  with 
surprising  lack  of  success,  form  the  subject  of 
Professor  Boxer's  and  Senhor  Carlos  de  Aze- 
vedo's  erudite  and  well-illustrated  book  (pub- 
lished under  the  aegis  of  the  Calouste  Gulben- 
kian  Foundation),  which  will  prove  of  as  much 
interest  to  students  of  castles  as  to  those  of  seven- 
teenth- and  eighteenth-century  colonialism. 
Based  on  a  very  wide  range  of  manuscript  and 
printed  sources,  which  are  marshalled  in  an 
impressive  bibliography,  the  volume  presents  as 
full  and  entertaining  an  account  of  its  subject  as 
the  general  reader  will  desire  and  the  historian 
need. 

The  book  is  divided  into  two  parts.  In  the 
first,  and  longer,  section  Professor  Boxer  tells 
the  sad  story  of  the  Portuguese  colony  at 
Mombasa  which  was  founded  in  1591,  and, 
after  many  vicissitudes — sieges,  reliefs  and 
wholesale  massacres — was  finally  abandoned  in 
1729.  Surviving  mainly  on  the  trade  in  ivory, 
ambergris  and  slaves,  from  which  the  provincial 
governors  profited  more  than  the  Portuguese 
crown,  the  colony  never  rose  to  great  importance 


and  its  legacy  was  therefore  slight  in  comparison 
with  Goa  on  the  other  side  of  the  Indian  Ocean. 
No  great  churches  like  the  Bom  Gcsu  were 
raised  on  the  Swalnli  coast:  no  hybrid  Afro- 
Portuguese  style  was  created  even  in  the  minor 
arts.  The  reason  for  tins  is  fully  explained  in  the 
gory  history  of  the  colony  and  the  incompetence 
of  its  administration. 

The  only  surviving  claim  to  fame  of  the  Por- 
tuguese colony  in  East  Africa  is  Fort  Jesus  which 
is  excellently  described  by  Senhor  de  Azevedo — 
one  of  the  leading  historians  of  Portuguese 
colonial  arts — in  the  second  part  of  this  book. 
The  fort  was  built  between  1593  and  1639  to  the 
design  of  the  Italian  architect  Joao  Batista  (or 
Giovanni  Battista)  Cairato  who  had  been  the 
^rc/i/i'fcrfo-moroftheHispano-Portuguese  colonies 
in  the  East  since  1583  but  lived  long  enough  to 
supervise  only  the  first  stage  of  the  construction. 
As  Senhor  de  Azevedo  points  out,  Cairato's 
design  for  the  fort  is  a  fine  example  of  Humanist 
architectural  theory — the  plan  resembling  a  man 
whose  head,  arms  and  legs  are  represented  by  the 
projecting  bastions.  It  would  be  interesting  to 
know  if  Cairato  also  made  use  of  the  Humanist 
scale  of  harmonic  proportions,  but  as  no 
measured  plans  have  survived  this  question  must 
wait  until  the  archaeological  survey  of  Fort 
Jesus  is  completed. 

A  full  study  of  the  fort  would  certainly  be 
rewarding  for,  unlike  the  majority  of  such 
buildings,  its  structure  has  remained  substantially 
intact  since  the  seventeenth  century  and  although 
a  few  later  decorations  were  added  no  important 
alterations  were  made  to  the  clear  lines  of 
Cairato's  original  plan.  The  authors  of  this  book 
remark  that  'apart  from  its  architectural  interest 
and  importance  as  a  building  which  reflects  the 
ideals  of  the  High  Renaissance  architects  and 
writers  on  fortification,  its  remarkable  vicissi- 
tudes reflect  its  close  connection  with  the  history 
of  all  races  on  the  Swahili  coast'.  And  they 
persuasively  suggest  that  Fort  Jesus  would  be 
eminently  suitable  'to  house  a  centre  of  historical 
and  archaeological  research  for  the  Indian 
Ocean.'— C.R.I. 

KATALOGE  DES  BAYERISCHEN 
NATIONALMUSEUMS.  VOL.  XIII,  2. 
Die  Bildwerke  in  Holz,  Ton  und  Stein 
urn  1450  bis  zum  1540:  By  Theodor  Miiller 
(Miinchen:  Verlag  F.  Briickman,  319  pp. 
including  indices,  etc.,  327  entries  and  309 
plates.  DM.  68,  00). 

IT  is  no  disrespect  to  other  institutions,  nor  even 
to  the  Deutsches  Museum  in  Berlin,  to  stress 
that  the  collections  of  the  Bayerisches  National- 
museum  have  long  been  outstanding  in  the 
world  of  German  sculpture :  not  only  for  their 
quantity  and  quality  but  also  for  the  combination 
of  aesthetic  appreciation  and  scholarly  respect 
with  which  they  have  always  been  treated.  Tins 
governs  not  only  the  internal  arrangements 
within  what  is  architecturally  not  one  of  the  most 
accommodating  of  buildings,  but  also  the  long 
catena  of  distinguished  publications  which  have 
been  produced  by  the  members  of  its  staff. 

As  the  name  implies,  the  Bayerisches  National- 
museum  has  tended  to  concentrate  mainly — 
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though  by  no  means  exclusively — on  South 
German  art,  and,  in  the  hundred  years  of  its 
existence,  no  effort  has  been  spared  to  build  up 
collections  that  are  second  to  none  in  the  great 
period  of  German  Sculpture  which  flourished 
in  the  half  century  either  side  of  1500. 

The  second  part  of  the  thirteenth  volume  of  a 
long  line  of  impressive  catalogues  (The  Sculp- 
tures— Parts  1,  4  &  5  have  already  appeared), 
this  work  follows  the  traditional  lines.  Primarily 
concerned  with  scholarship  and  primarily 
directed  at  an  informed  and  critical  public,  it 
does  not  attempt  to  offer  any  general  popular 
survey  of  the  subject.  Rather  it  is  designed  to 
make  accessible  to  the  scholarly  world  all  the 
worthwhile  pieces  from  the  collection  over  the 
1450-1540  period  together  with  all  the  factual 
data  known  about  them.  The  excellent  illustra- 
tions, to  which  further  reference  will  be  made 
are  accompanied  by  the  traditional  detailed 
description  (and  one  sometimes  almost  wonders 
whether  this  practice  is  necessary  when  the 
photographs  are  so  good),  the  most  careful  and 
precise  technical  and  art-historical  data,  con- 
dition, provenance  and  so  on,  with  biblio- 
graphy. All  this  is  kept  admirably  factual  and 
succinct.  Where  attributions  are  made — and  from 
this  source  on  this  subject  they  must  always  be 
treated  with  the  greatest  respect — supporting 
evidence  is  given,  while  the  introduction  em- 
phasises that  in  this  field,  often  so  wide  open  to 
differences  of  specialist  opinion,  discussion  and 
comment  are  always  welcome.  The  volume  is 
offered  to  a  free  world  of  disinterested  study  and 
admirable  it  is.  Whether,  as  a  general  principle, 
that  world  may  have  become  more  absorbed  in 
the  minutiae  of  attribution  than  selectivity  of 
aesthetic  judgment  is  a  point  at  issue  but  one  that 
does  not  necessarily  concern  a  traditional 
scholarly  volume  except  in  so  far  as  it  may  force 
the  authors  to  press  works  into  categories  or 
give  them  to  the  hand  or  workshop  of  some 
artist.  Here  this  may  be  justified,  but  very  often 
such  attributions  must  of  necessity  be  tenuous, 
since  the  data  are  extremely  limited  and  the 
deductions  in  consequence  may  really  mean  very 
little  indeed.  The  truth  none-the-less  remains 
that  many  people  will  only  look  at  an  object — 
or,  for  the  few,  buy  it — on  the  grounds  of  its 
label  rather  than  its  merits. 

Here,  it  would  be  unjust  not  to  refer  to  the 
excellent  illustrations  both  from  the  standpoint 
of  photography  and  reproduction.  While  it  is 
manifestly  impossible  to  accord  full-page  illustra- 
tions to  more  than  three  hundred  objects  if  the 
price  is  to  remain  within  reasonable  bounds,  all 
the  most  outstanding  objects  are  allotted  full- 
plate  or  large-scale  illustration  and  the  lesser 
objects  in  just  proportion.  In  almost  every  case, 
however,  large  or  small,  the  reproduction  is  so 
clear  that  the  picture  is  sufficient  to  offer  a  valid 
representation  of  the  object.  The  photography 
is  also  admirable  in  its  restraint.  It  is  photo- 
graphy for  record  and  comparison,  and  how- 
ever tempting  dramatic  effects  might  have  been 
to  the  photographer  they  have  been  most 
rigorously  avoided  in  the  interests  of  precision. 
In  this  way  the  illustrations  alone  make  this  book 
a  most  desirable  acquisition  for  anyone  in- 
terested in  sculpture  at  all,  quite  apart  from 


specialists  in  this  particular  field  which  re- 
presents one  of  the  happiest  and  most  intimate 
expressions  on  sculpture. 

This  is  a  worthy  successor  to  the  series  of 
catalogues  in  this  '13'  volume  which  includes 
Dr.  Berliner's  Catalogue  of  the  Ivories. — H.D.M. 

THE  ARCHITECTURE  OF  JOHN  NASH: 

By  Terence  Davis.  (London:  Smdio.  50s.  net). 

THIS  book  is  a  very  satisfactory  corollary  to  Sir 
John  Summerson's John  Nash:  Architect  to  George 
IV,  first  published  in  1935.  It  wisely  makes  no 
attempt  to  go  over  ground  fully  covered  by  that 
excellent  and  definitive  biography.  But  whereas 
the  illustrations  in  Sir  John's  book  were  few  and 
somewhat  indifferent,  these  assembled  here  are 
more  numerous,  and  of  far  better  quality.  In  fact, 
Mr.  Davis  has  listed  and  illustrated  every  known 
building  by  Nash.  Where  photographs  of  build- 
ings long  ago  disappeared  were  not  forthcoming, 
he  has  supplied  prints  or  drawings.  The  collec- 
tion is  therefore  thoroughly  comprehensive  and 
valuable,  and  the  only  regret  is  that  he  has  not 
produced  a  few  more  illustrations  of  the  several 
units  that  made  up  Regent  Street,  which  only 
vanished  in  the  1920s. 

Mr.  Davis  has  catalogued  Nash's  works  under 
four  sections.  Each  section  is  prefaced  by  a  brief 
explanatory  essay;  a  succinct  historical  account 
is  then  given  of  the  individual  building,  followed 
by  a  batch  of  illustrations.  The  whole  arrange- 
ment is  as  clear  as  day. 

The  four  sections  are  headed :  Country  Houses 
and  Castles ;  Small  Houses,  Cottages  and  Follies ; 
Public  Buildings ;  and  Palaces,  Town  Houses  and 
Metropolitan  Developments.  There  can  be  no 
disputing  that  John  Nash,  notwithstanding  his 
very  obvious  defects,  was  one  of  England's 
greatest  and  most  imaginative  architects.  He  died 
a  mere  hundred  and  twenty-five  years  ago.  Yet 
since  the  date  of  his  death  and,  to  be  particular, 
during  the  recent  decades  which  have  incident- 
ally witnessed  a  revived  interest  in  his  work,  we 
have  destroyed  them  with  a  purposefulness  that 
the  iconoclasts  of  Byzantium  would  have  envied. 
Of  the  twenty-nine  country  houses  winch  Nash 
built,  or  altered,  twelve  survive  today  more 
or  less  intact.  The  remainder  have  been  destroyed 
or  are  totally  ruinous.  With  his  small  houses 
Nash  has  been  rather  more  fortunate.  Of  his 
public  buildings  hardly  one  remains.  Of  his 
metropolitan  developments  the  whole  of  Regent 
Street  has  gone.  It  is  true  that  most  of  Regent's 
Park  has  been  saved  (temporarily  at  least)  by  a 
reluctant  corporate  owner,  only  because  an 
indignant  public  for  once  showed  its  fangs. 

I  have  left  to  the  last  what  in  fact  comes  first 
in  the  make-up  of  the  book,  if  not  first  in  textual 
importance.  This  is  Sir  John  Summerson's  Intro- 
duction. It  is  a  genial,  felicitous  reassessment  of 
Nash  in  essay  form.  From  it  Nash  emerges  great, 
not  exclusively  as  an  architect  but,  more  broadly, 
as  an  artist.  For  his  approach  to  architecture  was 
hardly  scientific.  He  was  bored  with  the  classical 
principles,  bored  with  planning,  bored  stiff  with 
detail.  Architecture  was  for  him  a  pictorial 
matter.  Nash  interiors  are  commonplace.  Nash 
exteriors  however  are  nearly  always  distinctive. 
Whether  classical,  Tudor,  cottagey,  or  simply 
crazy,  they  are  dashed  off,  as  though  by  the 
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strokes  of  a  painter's  brush,  as  parts  of  a  grand 
scenic  composition. 

Nash's  partnership  with  the  landscape  gardener, 
Humphrey  Repton,  may  have  lasted  a  mere 
seven  years.  But  even  after  Repton  left  him,  his 
buildings  were  more  concerned  with  their 
environment  than  with  the  architectural  proprie- 
ties, and  considerations  of  utility.  Alas,  like  stage 
scenery,  most  of  them  have  perished. — J.L-M. 

ORIENTAL  RUGS:  AN  ILLUSTRATED 
GUIDE:  By  Hermann  Haack,  edited  and 
translated  by  George  and  Cornelia  Wingfield 
Digby.  (London:  Faber  and  Faber.  30s.  net.). 

ORIENTAL  RUGS  AND  CARPETS:  A 
COMPREHENSIVE  STUDY:  By  Arthur 
Urbane  Dilley,  revised  by  Maurice  S.  Dimand. 
(London:  George  Allen  &  Unwin.  £5  net.). 

AS  time  and  Western  footwear  take  their  toll, 
good  Oriental  rugs  grow  rarer.  But  the  demand 
for  books  on  this  subject  evidently  continues  to 
be  as  brisk  as  ever. 

Neither  of  the  current  offerings  in  this  field  is 
entirely  new.  Mr.  Haack's  book,  first  published 
in  German  four  years  ago  as  Echte  Teppiche,  now 
appears  in  a  version  which  has  been  shortened 
and  otherwise  improved  by  the  English  trans- 
lators. It  wastes  little  space  on  carpets  for 
museums  and  millionaires,  and  concentrates  on 
rugs  which  can  still  be  bought  by  less  opulent 
collectors.  In  fact,  most  of  the  rugs  shown  in  the 
unhackneyed  set  of  illustrations  (thirty-two 
black  and  white  plates  and  eight  in  colour)  are 
from  the  stock  of  Messrs.  Bernheimer  of  Mun- 
ich; the  colour  plates  are  reasonably  true.  Apart 
from  the  descriptions  of  the  main  local  types  of 
rug,  forming  the  core  of  the  book,  there  are 
brief  chapters  on  materials,  technique,  use  and 
conservation.  There  is  also  a  useful  map.  On  the 
whole,  the  book  can  be  recommended  as  a  work 
which,  within  the  limits  of  its  modest  scale,  will 
give  sound  and  helpful  guidance  to  the  enquirer. 

There  is  nothing  modest  about  Mr.  Dilley 's 
big  book,  which  attempts  a  complete  survey  of 
rugs  from  the  earliest  times  down  to  the  twen- 
tieth century.  This  work  was  originally  pub- 
lished, in  the  United  States,  in  193 1.  For  the 
present  edition,  Dr.  Dimand  has  added  a  new 
chapter  on  Spanish  rugs  and  is  said  to  have  revised 
the  book.  On  examination,  however,  it  appears 
that  this  revision  was  limited  to  the  suppression 
of  two  chapters  and  seven  plates.  Otherwise  the 
book  remains,  page  for  page  and  syllable  for 
syllable,  as  in  193 1,  including  passages  which 
might  with  advantage  have  been  changed  (for 
example,  that  on  page  51  in  which  Riza  Shah 
Pahlavi  is  referred  to  as  the  'new  ruler'  of  Iran). 
The  author  knew  his  subject  well,  had  read 
widely  in  and  around  it,  and  put  a  great  deal  of 
sound  information  into  Ins  book.  The  reader  who 
wants  the  facts,  however,  must  be  prepared  to 
wade  through  a  lot  of  turgid  stuff  to  get  at  them. 
For  those  who  have  not  encountered  Mr. 
Dilley's  remarkable  style,  the  following  short 
extract  will  suggest  its  character.  'If  the  black- 
smith, at  whose  forge  we  sit  in  reverie,  sometimes, 
during  the  foregoing  years,  tempered  with 
mercy  the  heat  of  the  flames  in  which  he  forged 
the  lives  of  the  weavers,  he  repented  his  kindness 
upon  the  death  of  Mohammed.  As  if  intent  upon 


transporting  the  entire  body  of  the  faith  to 
Paradise  with  the  Prophet,  he  filled  the  forge 
with  flames  that  for  a  thousand  years  made 
western  Asia  a  seething  blast-furnace.'  There  are 
seventy-five  plates  comprising  numerous  illus- 
trations, but  many  of  these  are  very  small,  and 
the  purpose  of  some  of  them  remains  obscure 
(for  example,  the  Gustave  Dore  cut  of  the  Sultan 
Mohammed  II  on  Plate  37,  or  the  portrait  of 
a  camel  on  Plate  71).  The  colour  plates  are 
poor. — D.K. 

VAN  GOGH.  A  STUDY  OF  HIS  LIFE 
AND  WORK:  By  Frank  Elgar,  translated 
from  the  French  by  James  Clough.  (London : 
Thames  &  Hudson,  1958,  28s.  net.) 

'COMPACT,  definitive,  full  biography.  Com- 
plete appraisal,  distinctive  treatment.'  Publishers' 
blurbs  may  be  divided  into  two  categories :  in- 
formation hand-outs  and  commercials.  The 
former  are  of  help  to  the  reader  since  they  tell 
him  what  he  wants  to  know  before  purchasing 
the  book  he  is  holding  in  his  hands,  but  the 
latter — of  which  the  above  from  the  jacket  of 
the  book  here  reviewed  is  a  fair  example — are 
more  like  advertisements  for  wonder  drugs  or 
new  miraculous  plastics.  They  seem  to  work  on 
the  principle  that  the  bigger  the  punch,  the  less 
the  sales  resistance.  Yet  this  kind  of  sales  talk  does 
an  honest,  if  dull,  book  a  great  disservice.  Mr. 
Elgar  tells  the  story  of  Van  Gogh's  pathetic  life 
competendy,  but  without  distinction  of  any 
kind.  The  book  has  no  chapter  headings  or 
divisions;  it  lacks  source  references  and  in  the 
case  of  Van  Gogh  letters  quoted  not  even  their 
date  is  given.  The  bibliography  only  lists  (cata- 
logues apart)  the  principal  works  available  in 
England.  Little  attempt  is  made  to  discuss  Van 
Gogh's  art  within  its  historical  context  and  there 
is  nothing  new  in  this  biography.  Why  call  such 
a  book  definitive? 

The  author  lets  Van  Gogh  tell  the  story  of  his 
life  through  his  own  letters,  but  this  method  had 
been  applied  with  finer  sensibility  by  Dr. 
Nordenfalk  some  years  ago;  the  grouping  to- 
gether of  illustrations  of  related  subjects  was 
done  less  crudely  by  M.  Leymarie.  The  'com- 
plete appraisal'  may  be  judged  from  the  follow- 
ing appreciation  of  the  well-known  Beached 
Boats:  'This  work  is  known  all  over  the  world. 
But  no  reproduction  can  ever  convey  the  purity 
of  feeling,  exquisite  sobriety  and  dreamlike 
delicacy  of  handling  .  .  .  The  painting  expresses 
the  sweetest  poetry  in  the  simplest  language.'  In 
these  days  of  widespread  interest  in  the  history 
of  art,  such  a  fine  collection  of  cliches  would  not 
even  be  acceptable  to  the  first  year  students  of  a 
University  Extension  Class. 

The  best  feature  of  the  book  is  the  appendix, 
Chronological  List  of  Principal  Works:  since  each 
of  the  380  pictures  chosen  is  illustrated  by  a  small 
reproduction. — L.D.E. 

BOOK  PRODUCTION  NOTES 

by  Ruari  McLean 

TWO  large  books  of  colour  plates  of  flowers 
have  been  published  recently,  one  reproducing 
the  work  of  an  eighteenth  century,  the  other  of  a 
living,  artist. 


Books  and  The 
Belgrave  Library 

Readers,  especially  in  some  of  the  remoter 
parts  of  the  world,  may  like  to  know  that 
any  book  reviewed  on  these  pages,  or 
shown  under  'Books  Received',  can  be 
ordered  by  post  from  The  Belgrave 
Library,  22  Armoury  Way,  London, 
S.W.18. 

—  GDE1BH  — 

Catalogue  of 
the  Constable 
Collection 

By  Graham  Reynolds 

The  Constable  Collection  in  the  Victoria 
and  Albert  Museum  is  considered  the 
most  comprehensive  in  existence,  compri- 
sing 103  oil  paintings  and  oil  sketches, 
309  water  colours  and  drawings,  and 
three  intact  sketch  books,  all  of  which 
the  Catalogue  reproduces  and  discusses. 
Every  phase  of  Constable's  career  is 
represented;  the  arrangement  is  chrono- 
logical and  biographically  annotated. 
Libraries,  art  galleries,  collectors, 
students -all  will  find  it  indispensable  to 
the  study  of  Constable's  life  and  work. 
Nearly  600  illustrations.  126s. 

(post  2s.  3d. ) 

From  the  Government  Bookshops 

or  through  any  bookseller 


»  —  Tiranti 

As  specialists  we  carry  one  of 
the  largest  stocks  in  the  world 
on  fine  arts.  Enquiries  for  books 
reviewed  here  or  any  other  art 
book,  will  have  our 
immediate  attention. 

72  Charlotte  Street,  London  W.  1 
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The  first  is  Bouquets  by  Jean  Louis  PreVost 
(Macdonald,  London,  63s.,  15I  in.  x  11 J  in.). 
It  contains  eighteen  reproductions  in  six-colour 
photolitho  printed  presumably  in  Germany  (since 
the  book  was  first  published  in  Stuttgart)  but  no 
printer's  name  is  given.  The  short  introductory 
text,  and  the  text  accompanying  each  plate,  is 
printed  in  Walbaum  on  an  attractive  mauve 
laid  cartridge;  the  typography  throughout  is 
excellent.  The  lettering  on  the  jacket  is  outstand- 
ing and  the  binding  is  also  well  designed.  One 
looks  in  vain  for  information  whether  the 
reproductions  are  the  same  size  as  the  originals 
or  reduced:  the  pages  are  certainly  not  repro- 
duced facsimile.  The  quality  of  the  reproduction 
is  such  that  one  can  look  at  the  plates  with  pleas- 
ure, but  without  being  able  to  forget  that  they 
are  modern  imitations.  The  originals  from  winch 
they  have  been  taken  are  themselves  engraved 
reproductions  of  Prevost's  watercolour  draw- 
ings. 

The  second  is  Volume  II  of  Beryl  Leslie 
Urquhart's  The  Camellia  (distributed  by  Andre 
Deutsch  Ltd,  for  the  Leslie  Urquhart  Press, 
Sharpthorne,  Sussex,  £5  5s.,  i8|  in.  X  13  in.) 
which  contains  sixteen  colour  plates  reproducing 
two  paintings  by  Raymond  Booth  and  fourteen 
by  Paul  Jones.  The  book  has  been  designed  and 
printed  by  K.  G.  Lohse  at  Frankfurt  am  Main, 
as  was  Volume  I. 

To  paint,  let  alone  reproduce,  the  brilliant 
reds  and  pinks  of  the  varieties  of  Camellia 
reticulata  which  are  the  subjects  of  this  volume 
would  seem  a  hopeless  task,  but  the  two  plates 
by  Raymond  Booth  have  an  astonishingly  con- 
vincing quality.  The  rest,  although  admirably 
colourful,  cannot  conceal  the  fact  that  they  are 
photolitho  reproductions:  but  more  could  not 
perhaps  be  fairly  expected  in  a  book  of  this  size 
costing  only  five  guineas. 

The  Societe  des  Bibliophiles  et  Iconophiles  de 
Belgique  celebrates  its  fiftieth  anniversary  in 
i960  and  has  held  an  important  exhibition  this 
Summer  in  the  Bibliotheque  Royale.  The 
catalogue  of  the  exhibition  is  a  document  of 
considerable  interest  and  value:  it  contains 
eighty  pages  of  text,  forty-four  monochrome 
plates  and  five  colour  plates,  illustrating  the 
important  manuscripts  (both  mediaeval  and 
modern),  illustrated  books,  bindings,  and  en- 
gravings on  show.  The  colour  plates  show  two 
pages  of  a  Flemish  illuminated  Book  of  Hours  of 
about  1470  (other  parts  of  which  are  in  the  New- 
berry and  the  Brussels  Bibliotheque  Royale),  a 
gorgeous  French  sixteenth-century  binding  and 
a  modern  one  by  Paul  Bonet,  and  a  coloured 
dry-point  illustration  by  Bernard  Buffet  from 
the  Voyages  fantastiques  of  Cyrano  de  Bergerac, 
Paris  1958. 

BOOKS  RECEIVED 

(The  inclusion  of  a  book  in  this  list  does  not 
preclude  us  from  publishing  a  review  later.) 

Dialogues  on  Art:  By  Edouard  Roditi.  London : 
Martin  Seeker  &  Warburg.  30s.  net. 

Powderham  Castle,  Devon.  An  Illustrated 
Survey  of  the  Historic  Home  of  the 
Courtenay  Family:  History  and  Description 
of  Contents  by  Lady  Paulina  Pepys,  M.A. 


Derby:  English  Life  Publications  Ltd.  (St. 
Michael's  Church  House,  Queen  Street). 
2s.  6d.  net. 

Burley  on  the  Hill.  An  Illustrated  Survey  of 
the  Historic  Rutland  Home  of  the  Finch 
Family.  Derby:  English  Life  Publications 
Ltd.  2s.  6d.  net. 

The  Painter  and  Sculptor.  A  journal  of  the 
visual  arts.  Volume  3.  No.  1.  London: 
Painter  and  Sculptor  Press  (7  Montserrat 
Road,  S.W.i  5).  2s.  6d.  or  75  cents. 

The  Story  of  Jewelry:  By  Marcus  Baewald 
and  Tom  Mahoney.  London:  Abelard- 
Schuman  Ltd.  35s.  net. 

The  National  Gallery,  July  1958-December 
1959.  London:  The  Trustees  of  the  National 
Gallery.  5s.  net. 

Oberammergau  and  its  Passion  Play. 
Official  Guide.  Published  by  the  Com- 
munity of  Oberammergau.  London:  Ernest 
Benn  Ltd.  15s.  net. 

Catalogue  of  Colour  Reproductions  of 
Paintings  Prior  to  i860.  UNESCO  Paris. 
On  sale  at  H.M.  Stationery  Office,  London. 
22s.  6d.  net. 

The  British  Museum  Quarterly.  Volume 
XXII.  No.  1/2,  February  i960,  and  No. 
3/4,  April  i960.  London:  The  Trustees  of  the 
British  Museum.  5s.  (5s.  6d.  post  paid)  each. 

Crumbling  Idols.  Twelve  Essays  on  Art. 
Dealing  Chiefly  with  Literature,  Painting 
and  the  Drama:  By  Hamlin  Garland.  Edited 
by  Jane  Johnson.  Harvard  University  Press. 
London:  Oxford  University  Press  (The  John 
Harvard  Library).  28s.  net. 

The  Buddhist  Art  of  Gandhara.  The  Story 
of  the  Early  School,  its  birth,  growth  and 
decline:  By  the  late  Sir  John  Marshall. 
London:  Cambridge  University  Press.  45s. 
net. 

Mountain  of  Victory,  a  biography  of  Paul 
Cezanne:  By  Lawrence  Hanson.  London: 
Martin  Seeker  and  Warburg.  30s.  net. 

Clock  and  Watch  Makers  in  Wales:  By 

Iorwerth  C.  Peate.  St.  Fagan's:  National 
Museum  of  Wales,  Welsh  Folk  Museum.  6s. 
net. 

Prince  Eugen's  Waldersudde:  By  Gustaf 
Lindgren.  London:  Mark  Paterson  for  Albert 
Bonniers  Forlag.  70s. 

Masterpieces  of  Dala  Peasant  Painting:  By 

Svante  Svardstrom.  London:  Mark  Paterson 
for  Albert  Bonniers  Forlag.  25s. 

Decorative  Art.  Vol..  50.  London:  Studio 
Books.  42s.  net. 

The  Italian  Painters  of  the  Renaissance:  By 

Bernhard  Berenson.  London:  The  Fontana 
Library.  6s.  net. 

Museums  and  Galleries  in  Great  Britain  and 
Northern  Ireland.  800  collections  with  150 
illustrations.  London:  Index  Publishers  Ltd. 


(69  Victoria  Street,  S.W.i).  2s.  6d.  (from  pub- 
lishers 3s.  3d.  including  postage  and  packing). 

Modern  Painting,  Drawing  and  Sculpture 
Collected  by  Louise  and  Joseph  Pulitzer, 
Jr.  2  Volumes.  Second  printing  of  the 
Catalogue  which  accompanied  an  exhibition 
of  the  Collection  at  Knoedler  &  Co.,  New 
York,  April  9  to  May  4.  Fogg  Art  Museum, 
Cambridge,  May  16  to  September  15,  1957. 
Catalogue  by  Charles  Scott  Chetham.  Cam- 
bridge, Mass.,  U.S.A.:  Fogg  Art  Museum. 

Journal  of  Glass  Studies.  Volume  n.  Corn- 
ing, N.Y.:  The  Corning  Museum  of  Glass 
(Corning  Glass  Centre).  Subscription:  $5.00 
U.S.A.  $5.50  foreign. 

A  Facsimile  of  the  1550  edition  of  Arte 
Subtilissima,  by  Juan  de  Yciar:  translated 
by  Evelyn  Shuckburgh.  Introduction  by 
Reynolds  Stone.  Oxford  University  Press. 
25s.  net  in  U.K.  only. 

Handwriting  Manual  By  Wolfgang  Fugger, 
1553:  Translated  by  Frederick  Plaat.  Fore- 
word by  Harry  Carter.  Oxford  University 
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Contributed  by  Adrian  Bury 

Round  about  the  Galleries 


A  Late  Constable 

THE  Acquavella  Galleries,  119  East  57th 
Street,  New  York,  are  to  be  congratulated 
on  having  acquired  from  the  Mitchell  Gallery  of 
Old  Bond  Street  a  rare  and  little-known  Con- 
stable entitled  The  Rustic  Bridge.  To  the  dimen- 
sions of  25^x30^  in.,  one  may  judge  of  its 
beautiful  colour  from  the  reproduction  in  this 
issue  of  The  Connoisseur.  A  late  work,  and  accord- 
ing to  a  label,  painted  in  1834,  about  three  years 
before  the  artist's  death,  it  is  an  example  of 
Constable's  brilliant  impressionist  effects  charac- 
teristic of  his  last  period.  It  is  interesting  to  com- 
pare this  work  for  style  with  Helmingham  Dell 
subjects;  and  there  is  no  doubt  that  it  is  a  version 
of  one  in  a  private  collection. 

The  picture,  which  has  never  been  relined, 
retains  accordingly  its  forceful  impasto  and 
original  colour  harmonies.  In  his  book  on  Con- 
stable Sir  Charles  Holmes  writes:  'The  passion 
for  brightness  and  glitter  becomes  increasingly 
predominant'  after  the  painter's  fiftieth  year, 
and  'a  loose,  tremulous  handling  caught  the 
effect  of  atmospheric  vibration,  which  was  re- 
discovered many  years  later  by  Monet  and 
Pissarro'.  The  Rustic  Bridge  was  exhibited  at  the 
Glasgow  Art  Gallery  in  1878.  Provenance: 
W.  R.  Holdsworth  and  James  Mackintosh  of 
Bridge  of  Allen. 

Sporting  Art  at  Ackermann's 

THE  current  exhibition  at  these  galleries  will 
interest  collectors  of  sporting  pictures  particu- 
larly, and  the  general  public  who  are  at  last 
becoming  aware  of  this  important  department 
of  British  painting.  Henry  Aiken  is  seen  at  his 
most  animated  in  his  crowded  Derby  of  1844, 
in  which  Running  Rein  was  victor.  I  was  im- 
pressed by  the  quality  of  Lambert  Marshall's 
picture  of  Albert,  celebrated  racehorse,  which 
belonged  to  the  first  Lord  Verulam.  Though 
Marshall  junior's  style  reflects  the  manner  of  his 
father,  the  redoubtable  Ben,  this  painting  is  a 
very  worthy  effort.  Painted  in  1830  it  was 
engraved  and  appears  in  Volume  III,  p.  75,  of 
Celebrated  British  Racehorses,  with  an  appropriate 
poem  lamenting  the  horse's  surprisingly  sudden 
death  after  an  unbeaten  career.  Those  who  admire 
the  famous  Ferneley  Family  Group  will  have  the 
pleasure  of  seeing  another  version  of  the  subject. 
A  fragment  of  turf  history  is  recalled  in  the  fine 
Abraham  Cooper's  study  of  Ellis  with  John 
Day  Up  and  Trainer  John  Doe  (43^x34  in.). 
Ellis  won  the  St.  Leger  in  1836,  and  was  the  first 
racer  to  travel  in  a  horse-box. 

Other  conspicuously  good  examples  are  Miss 
Long's  Favourite  Spaniel,  painted  by  Stubbs  in  the 
grounds  of  Langley  Hall,  Berkshire  in  1798,  two 
hunting  scenes  by  Dean  Wolstenholme,  and 
J.  F.  Herring's  London-Edinburgh  Rail  Mail, 
dated  1839. 


The  catalogues  of  this  exhibition  are  being 
sold  in  aid  of  The  Guide  Dogs  for  the  Blind 
Association. 

George  Morland 

A  WRITER  in  a  biographical  dictionary  says  of* 
George  Morland  'from  the  time  he  was  his  own 
master,  his  life  was  a  downward  course  of 
drunkenness  and  debt.  Yet  in  the  last  eight  years 
of  his  life  he  turned  out  nearly  900  paintings  and 
over  a  thousand  drawings'.  This  was  more  than 
four  works  a  week,  and  was  but  a  modicum  of  all 
the  work  he  did  in  his  life  of  thirty  nine  years. 

'His  (Morland's)  innate  dislike  of  labour  was 
soon  apparent;  he  avoided  all  regular  study  or 
occupation,  and  gave  himself  up  to  extravagance, 
debauchery,  and  folly.'  Thus  said  Messrs. 
Richard  and  Samuel  Redgrave,  so  comfortably 
seated  in  their  official  sinecures  and  homes. 

Poor  Morland.  The  evil,  such  as  it  was,  that 
he  did  certainly  lived  after  him.  But,  looking 
sympathetically  into  his  life,  he  was  probably 
more  sinned  against  than  sinning.  A  mean  father 
exploited  for  money  his  son's  talent,  controlling 
the  boy  under  the  then  rigorous  laws  of 
apprenticeship,  and  denying  him  all  knowledge 
of  the  world  into  which  Morland  flung  himself 
so  perilously  as  soon  as  he  was  free.  An  undoubted 
genius  with  a  great  zest  for  happiness  he  became 
the  prey  of  the  unscrupulous  who  for  their  gain 
encouraged  him  in  his  follies,  the  while  demand- 
ing their  'pound  of  flesh'  of  art.  Morland's  story 
is  one  of  the  saddest.  It  is  consoling,  however, 
that  the  good  was  not  interred  with  his  bones. 

The  thought  occurred  to  me  as  I  stood  in  front 
of  an  excellent  Morland  entitled  Smugglers- 
Coast  Scene,  40J  X  56  in.  (The  Fine  Art  Society). 
The  subject  was  probably  observed  in  the  Isle  of 
Wight  when  Morland  was  on  the  run  from  his 
creditors,  in  fear  of  losing  his  liberty,  in  the 
shadow  of  the  debtors'  prison,  indeed,  in  the 
shadow  of  an  early  death.  His  constitution, 
already  in  1792,  the  date  of  the  picture,  was 
undermined  by  the  extravagances  that  gave  him 
temporary  relief  while  hastening  the  final 
nemesis. 

Here  in  this  picture  is  the  true  Morland,  with 
all  his  love  for  the  beauty  of  the  world,  the 
character  of  fellow  human  beings  living,  like 
himself,  dangerously  enough,  for  the  horses  on 
the  beach  and  the  seated  dog.  What  an  excess  of 
feeling,  knowledge  and  hard  work  has  gone  into 
this  fragment  of  Morland's  career.  With  what 
sympathy  has  he  painted  a  white  horse,  and  how 
perfectly  it  is  balanced  with  the  white  of  the 
breakers  rolling  in  and  the  white  of  the  clouds 
in  a  turbulent  sky.  How  subtly  has  the  artist 
conveyed  the  barrel  of  contraband  rum  or 
brandy  hidden  within  the  sack  slung  over  the 
saddle.  If  Morland  was  a  'drunken  dog',  the 
epitaph  that  in  a  moment  of  despair  he  chose  for 


himself,  there  were  two  Morlands:  the  other 
side  so  eminently  sober  that  his  faculties  could 
produce  masterpieces  that  are  fresh  with  an 
ardent  idealism  after  a  hundred  and  seventy 
years.  Did  Morland  ever  worry  about  posterity  ? 
I  doubt  it.  He  was  too  frantically  busy  keeping 
his  present  alive,  and  might  well  have  used  the 
cliche  'what  has  posterity  done  for  me?'  To  the 
world  of  the  censorious  Morland  is  still  'a 
drunken  dog'.  To  us  he  was  an  artist  destined  to 
greatness  and  to  tragedy. 

Smugglers-Coast  Scene  is  recorded  (p.  152)  in 
George  Dawe's  Life  of  George  Morland.  An 
engraving  by  James  Ward  was  published  on 
1st  November,  1804.  The  picture  came  from  the 
collection  of  Major  and  Mrs.  Gibson  Fleming 
and  was  originally  in  the  collection  of  their 
ancestor,  Peter  William  Baker. 

Technical  Chef  d'Oeuvre 

LANDSCAPE,  marine,  architecture,  figures, 
and  many  fascinating  minor  incidents,  birds, 
barrels  and  an  anchor  under  a  fine  summer 
evening  sky,  one  picture  (63^x102  in.)  in 
particular  at  Messrs.  Agnew's  is  a  pleasure  to 
study.  The  artist  was  Claude  Joseph  Vernet, 
among  the  most  famous  French  painters  of  the 
eighteenth  century.  Like  his  earlier  compatriots, 
Claude  and  Poussin,  Vemct  found  in  Rome  a 
spiritual  home  in  more  senses  than  one,  and  his 
land  and  seascapes  were  greatly  admired  in  his 
day.  He  was  influenced  by  both  Claude  and 
Salvator  Rosa  but  he  was  a  more  precise 
draughtsman  than  either,  while  fully  under- 
standing Claude's  colour  harmonies  and  poetic 
sentiment.  The  picture  represents  the  Port  of 
Genoa,  with  a  fine  ship  to  the  right,  other  ships 
in  the  distance  and  foreground,  a  castle,  light- 
house and  trees.  All  bear  the  most  critical  study, 
but  what  is  even  more  remarkable  is  the  precision 
of  the  figures  on  the  sea-shore  and  in  the  rowing 
boat  just  arriving  with  merchandise.  They  stand, 
sit  or  move  about  in  natural  ease,  giving  a 
truthful  human  touch  to  the  scene  as  a  whole. 

Vernet  decorated  several  great  Roman  palaces 
such  as  the  Farnese  and  Rondamini,  his  fame 
spreading  far  and  wide :  and  when  La  Pompadour 
requested  the  artist  to  return  to  Paris,  which  he 
did  about  1763,  he  was  continuously  occupied 
painting  the  French  seaports  for  Louis  XV, 
pictures  which  are  now  in  the  Louvre. 

William  Lock  ? 

IT  was  co-incidental  that  immediately  after  see- 
ing the  Vernet  I  encountered  at  the  Mitchell 
Gallery  (8  Old  Bond  Street)  a  portrait  by 
Richard  Wilson,  said  to  be  of  William  Lock. 
All  three  were  associated ;  for  Lock  told  Faring- 
ton  'that  he  went  from  Venice  to  Rome  with 
Wilson,  who  at  that  time  was  fluctuating 
whether  to  pursue  portrait  or  landscape  painting. 
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Vemet  by  warmly  approving  his  landscapes 
decided  him  to  this  branch  of  art'.  This  was 
after  Wilson  was  introduced  when  in  Rome  to 
Vernet  by  the  sculptor  Wilton.  The  French 
artist  paid  Wilson  the  compliment  of  wishing 
an  exchange  of  pictures.  'The  proposal  was 
readily  accepted,  and  the  picture  delivered  to 
Vernet,  who  placed  it  in  his  exhibition  room  and 
recommended  the  painter  of  it  to  the  particular 
attention  of  the  cognoscenti . . 

Whether  the  portrait  at  the  Mitchell  Galleries 
is  William  Lock  will  have  to  be  confirmed.  It  is 
strange  that  the  face  of  so  rich  and  important  a 
connoisseur  is  so  elusive.  The  one  long  regarded 
as  Lock,  and  signed  by  Wilson,  in  the  National 
Museum  of  Wales,  is  no  longer  accepted  as  such. 
The  picture  at  the  Mitchell  Gallery  would 
appear  to  date  from  1750  or  earlier,  and  may  be 
compared  with  the  portrait  of  Admiral  Thomas 
Smith  (National  Maritime  Museum)  and  the  Sir 
Nigel  Gresley  for  stylistic  qualities. 

Unknown  Rembrandt  Self-Portrait  ? 

GIVEN  time,  I  suppose,  many  old  masters 
established  as  'right'  may  become  'wrong'.  One 
of  the  functions  of  art  scholarship  is  to  question 
what  has  been  regarded  as  authentic,  but  the 
recent  deposition  of  Rembrandt's  world- 
famous  picture  A  Jew  Merchant  came  as  some- 
thing of  a  shock.  It  is  now  only  ascribed  to 
Rembrandt.  If  such  a  work,  expressing  the  solemn 
virtues  so  typical  of  Rembrandt's  genius  is 
suspect,  some  of  the  artist's  self-portraits  might 
be  regarded  as  dubious,  and  contrariwise  some 
considered  doubtful  might  be  promoted  to  their 
rightful  place  among  the  authentic  ones. 

Rembrandt  is  believed  to  have  done  one 
hundred  and  twenty  representations  of  himself 
in  paint  or  other  media :  and  certainly  during  the 
last  thirty  years  at  least  three  hitherto  unknown 
self-portraits  have  come  to  light.  Unlike  other 
self-portraitists,  Rembrandt  is  very  revealing  as 
to  his  moods,  and  seldom  natters  himself.  A 
psychologist  could  construct  a  biography  from 
the  portraits  alone. 

Confronted  with  a  picture  devoid  of  docu- 
mentation, which  in  sentiment  and  manner  has 
the  qualities  of  a  Rembrandt,  the  conscientious 
writer  must  spend  a  long  time  trying  to  verify  it 
by  comparing  it  with  other  works  of  the  master, 
trying  to  date  it  and  seeking  a  possible  drawing 
or  etching  with  which  it  will  agree. 

An  unknown  self-portrait  by  Rembrandt 
(26x21  in.)  at  the  Norbert  Fischman  Gallery 
(26  Old  Bond  Street)  is  an  intriguing  work. 
Dr.  Ludwig  Goldscheider,  discussing  it  in  The 
Connoisseur  in  January,  1953,  considered  it 
authentic.  The  portrait  has  something  in 
common  with  the  one  showing  the  artist  wear- 
ing armour  and  a  slashed  velvet  hat  of  about 
1635  (Staatliche  Museum,  Berlin),  hi  the 
Fischman  version  Rembrandt  is  wearing  the 
same  hat  and  a  cloak.  As  Dr.  Goldscheider 
pointed  out,  there  is  an  etching,  signed  1636 
(Victoria  and  Albert  Museum,  B.  19),  showing 
the  artist  in  this  hat,  cloak  and  pose,  seated  at  a 
table.  Seated  at  the  same  table  but  much  out  of 
scale,  is  a  portrait  presumed  to  be  Saskia,  the 
artist's  wife.  Doubt  has  been  cast  on  this  etching 
by  Andre  Charles  Coppier,  and  Carl  Neumann 


rightly  criticises  the  bad  drawing  of  Rembrandt's 
left  arm  and  hand.  Yet  even  supreme  painters 
made  mistakes,  were  bored  or  tired  on  occasions, 
and,  like  great  poets,  let  through  a  bad  line  or 
two  here  and  there. 

The  important  fact  is  that  this  etching  must 
have  something  to  do  with  this  unknown  self- 
portrait.  But  whether  it  was  done  before  or 
after  the  painting,  who  is  to  say?  The  picture 
has  been  assigned  to  1636  when  Rembrandt  was 
only  thirty,  one  year  after  the  approximate  1635 
of  the  portrait  in  the  Staatliche  Museum.  In  the 
Fischman  Gallery's  painting  the  artist  looks  an 
older  man.  His  face  is  thinner,  and  the  eyes 
although  shaded  by  the  hat  have  lost  their 
somewhat  more  youthful  expression. 

Giovanni  Pellegrini 

THE  exhibition  of  pictures  by  Giovanni 
Pellegrini  organised  in  Venice  by  Alessandro 
Battagno  last  year  revived  an  interest  in  this 
eighteenth-century  member  of  the  Venetian 
School  who  achieved  considerable  European 
fame  in  his  time.  Principally  a  decorator,  he 
worked  also  in  France,  Holland  and  England 
where  he  competed  for  the  ceiling  of  St.  Paul's. 
Pellegrini  had  remarkable  facility  and  not  a 
little  grace  with  women  and  children.  A  Venus 
and  Cupid,  (34^x27^  in.),  at  the  Hal  O'Nians 
Gallery  (Bute  Street,  South  Kensington)  has 
something  of  the  voluptuous  style  of  Boucher, 
who  may  have  been  influenced  by  Pellegrini's 
works  when  he  saw  them  in  Paris  and  Italy.  The 
Italian  artist  is  represented  in  the  Louvre  by  an 
allegorical  design  Modesty  Offers  the  Artist's 
Painting  to  the  Academy.  Pellegrini  came  to 
England  at  the  request  of  the  Duke  of  Man- 
chester and  decorated  several  great  English 
country  houses.  He  remained  here  until  1712 
when  he  went  to  Dresden  to  work  for  the 
Elector  of  Saxony.  The  artist's  last  years  were 
spent  in  Venice  where  he  died  in  1741. 

The  Hague  and  Cologne 

A  RECENT  tour  of  Holland  confirms  my 
belief  that  to  be  of  any  permanent  human 
interest  and  value,  art  must  have  a  racial  or 
national  sentiment.  The  great  schools  of  the  past 
were  essentially  provincial.  The  weakness  of  the 
modern  idiom  is  that  it  has  become  international, 
and  artists  the  world  over  are  expressing  a  kind 
of  aesthetic  Esperanto,  and  one  far  less  com- 
municative than  this  linguistic  expedient. 

The  Cramer  Gallery  at  the  Hague  contains  an 
instructive  display  of  Dutch  sixteenth-  and 
seventeenth-century  masters,  including  Honde- 
coeter,  Adriaen  van  de  Velde,  Ostade,  Dujardin, 
Joris  van  der  Hagen  and  Nicolaes  Berchem.  It  is 
interesting  to  compare  them  with  the  selections 
of  French  and  Italian  masters  of  earlier  and  later 
periods,  especially  the  very  rare  Sano  di  Pietro 
(Siena  1406-1481)  of  the  Madonna  and  Child, 
with  Angels,  Saint  Jerome  and  Saint  Bemardine. 

A  traditional  portrait  painter  in  pastels  is 
Helga  Tiemann,  whose  recent  show  at  the 
Gemalde  Galerie  Abels,  Cologne,  attracted  con- 
siderable attention.  The  artist  has  a  lively  sense  of 
characterisation  with  women  and  children,  and 
is  also  a  watercolour  landscapist  of  ability. 


Nautical  Puzzle 

WHAT  was  the  incident,  or  occasion,  that 
Thomas  Whitcombe,  marine  artist,  who 
painted  between  1780  and  1824,  recorded  in  the 
picture  of  an  English  frigate  entering  port? 
(Parker  Galleries,  2  Albemarle  Street.)  The 
picture  shows  her  to  have  been  in  action; 
perhaps  with  pirates,  for  her  sails  are  shot 
through,  bowsprit  missing,  and  anti-boarding 
nets  in  position.  She  is  flying  the  Cross  of 
St.  George  on  a  white  ground  in  the  top  corner, 
the  main  body  of  the  flag  being  green.  The  Red 
Duster  is  at  her  stern,  and  there  is  another  flag 
difficult  to  identify.  Various  smaller  craft  in  the 
picture  include  another  English  frigate,  a 
schooner  flying  the  Spanish  flag,  and  a  long-boat 
being  rowed  with  naval  persons  in  the  stern.  The 
harbour  entrance  is  flanked  by  two  armed  forts 
flying  Union  Jacks.  The  name  of  the  frigate  is 
unknown,  hence  the  difficulty  in  discovering  the 
action  in  which  she  was  involved.  Here  is  a 
pictorial  problem  for  maritime  historians. 

Nicola  del  Priore 

IN  spite  of  the  great  technical  advance  in  Italian 
painting  during  the  second  half  of  the  fifteenth 
century,  a  certain  primitive  sincerity  and 
naivete  still  lingered  in  such  an  artist  as  Nicolo 
del  Priore.  A  case  in  point  is  the  beautiful  paint- 
ing Madonna  with  Saints  (25^x25^  in.,  panel) 
belonging  to  the  Nella  Longari  Gallery, 
15  Via  Bigli,  Milan.  In  the  fourteenth  volume  of 
Development  of  the  Italian  School  of  Painting  (fig. 
98,  p.  152)  Van  Marie  remarks  that  the  influence 
of  Perugino  is  seen  in  the  figure  of  Saint 
Sebastian,  and  that  of  Antoniazzo  Romano  in 
those  of  the  Madonna  and  Cliild.  This  picture 
was  originally  in  the  Collection  of  the  Conesta- 
bile  della  Staffa,  Perugia. 

Appleby  Brothers 

HAVING  removed  recently  from  their  Regency 
premises  near  St.  Martin's-in-the-Fields  (to  10 
Ryder  Street),  Messrs  Appleby  have  now  settled 
in  new  premises.  There  I  found  several  stimu- 
lating pictures  by  various  masters,  notably  one 
of  the  earliest  records  of  whaling  in  arctic  regions, 
probably  by  Backhuisen.  Elegant  ships  of  the 
period,  ice-floes,  polar  bears,  whales  and  walruses 
are  composed  with  comnicndably  pictorial  effect 
and  action  against  a  background  of  fine  cumulus 
clouds. 

Those  who  only  know  Thomas  Patch  as  a 
caricaturist  will  be  fascinated  by  a  large  panorama 
of  Florence  carried  out  in  meticulous  detail, 
with  foreground  trees,  left  and  right.  The  picture 
is  signed  and  dated  1775.  Two  other  pictures  of 
Florence  by  Patch,  views  of  the  Arno  by  day  and 
night,  are  in  the  galleries  at  Hampton  Court. 

There  is  a  typical  Pannini  capriccio  in  which  the 
pentimenti  appear  like  discreet  ghosts  under  a 
Roman  arch.  A  large  classical  subject,  Helen 
brought  to  Paris,  is  Benjamin  West  at  his  most 
competent.  Signed  and  dated  1776,  the  picture, 
perfectly  preserved,  would  make  a  gallery 
acquisition. 

Collectors  of  the  ever  popular  old  English 
watercolour  will  find  a  pleasant  selection  by 
several  exponents  of  the  medium. 
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IN  THE  GALLERIES 


i.  Portrait  Study  by  Richard  Wilson,  R.A.,  canvas,  30  25  in.  Mitchell 
Galleries,  K  Old  Bond  Street.  London,  W.I.  2.  Maurice  Lcloir.  Picnic  in 
Normandy  (1879),  canvas,  39  44  in.  Newman  Galleries,  43a  Duke  Street, 
London.  S.W.I.  3.  Abraham  Cooper,  R.A.  'Ellis'  with  John  Day  up  and 
trainer  John  Doc,  canvas,  43.^  34  in.  Arthur  Ackcrmann  &  Son,  Ltd., 
3  Old  Bond  Street.  London,  W.I.  4.  Nautical  Puzzle,  canvas,  22  32  in. 
The  Parker  Gallery,  2  Albemarle  Street,  London,  W.I.  5.  Nicolo  del 
Priorc.  Madonna  and  Child  with  Saints,  panel,  25I  25A  in.  Nella  Longari 
Gallery,  15  Via  Bigli,  Milan.  6.  Rembrandt  Self-Portrait,  c.  1636,  canvas, 
26    21  in.  N'orbcrt  Fischman  Galleries,  26  Old  Bond  Street,  London,  W.I. 


International 
Saleroom 


I.  One  of  a  set  of  five  panels  of  English 
tapestry.  ^2,940  (Christie's).  2.  Long  case, 
one  month,  clock  by  Thomas  Tompion, 
c.  1685.  £3,990  (Christie's).  3.  Carlton 
House  writing  table.  ,£2,500  (Sotheby's). 
4.  Paul  Klce.  Villas  for  Marionettes,  oil  on 
linoleum,  30  25.5  cm.  Swiss  francs  92,000 
(£7,584)  (Klipstein  &  Kornfeld,  Berne). 


r  t 


o 


4 


it 


1  ; 


5.  G.  B.  Tiepolo.  Youth  with  Turban,  red  chalk 
on  blue  paper.  Swiss  francs  17,000  (£1,401) 
(Klipstein  &  Kornfeld).  6.  Diamond  tiara  of 
Imperial  Russian  design.  ,£10,800  (Sotheby's). 
7.  Rare,  5k  in.  long  French  fork,  c.  1 300.  ,£420 
(Christie's).  8.  Russian  icon,  Stroganoff  School, 
mid  16th  century.  ,£504  (Christie's).  9.  Meissen 
'Hahnrei'  group,  by  J.  J.  Kaendler.  ^577 
(Christie's).  10.  Dresden  2f  in.  gold  box, 
probably  by  C.  G.  Stiehl.  ,£1,050  (Sotheby's). 
11.  Kinuta  glazed  Lung  Ch'iian  dragon  vase. 
£1,750  (Sotheby's). 


International 
Saleroom 


SELLING  AT  CHRISTIE'S. 
I.  Chippendale  carved  and  gilt  wood 
mirror,  60  48  in.,  with  Chinese 
paintings  (see  D.E.F.,  1924,  Vol.  2, 
Plate  XIV).  Selling  October  13. 
2  &  3.  William  III  silver  monteith,  by 
Thomas  Bolton,  Dublin,  1702:  and  a 
German  silver-gilt  ewer  and  basin, 
by  Johann  Wagenknecht,  Augsburg, 
1743-5.  Both  selling  in  October. 


Forthcoming 
Sales 


SELLING  AT  SOTHEBY'S.  4.  A  North 
German,  seventeenth-century,  amber  cabinet. 
Selling  in  November.  5.  Property  of  the  late 
T.  B.  Kitson:  a  group  of" Japanese  lacquer  inro. 
Selling  October  31. 
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The  Connoisseur's  Diary 

"The  Pavilion',  i960    :    Memorial  to  Peter  Floud  : 
Canada  Collects    :    Painters  in  Tempera 


RE-CREATION  of  the  original  interior 
^  ot  the  Royal  Pavilion  at  Brighton  has 
been  carried  an  important  stage  further.  For  the 
Regency  Exhibition  this  summer  further  articles 
of  original  furniture  have  been  returned  to  the 
Pavilion  from  Windsor  Castle  during  recent 
months  by  the  gracious  wish  of  Her  Majesty 
The  Queen. 

Outstanding  among  these  are  the  four  magni- 
ficent pedestal  candelabra,  each  about  y  feet 
high,  which  have  now  been  restored  to  the 
positions  they  occupied  in  the  North  Drawing 
Room  (or  'Music  Gallery')  when  first  supplied 
to  King  George  IV  about  1820.  These  fine  pieces 
which  stood  in  the  Throne  Room  at  Windsor 
for  many  years  after  having  been  taken  there  by 
Queen  Victoria  upon  the  sale  of  the  Pavilion  in 
1850,  consist  of  ormolu  candelabra,  of  six 
branches  each,  made  to  a  design  deriving  from  a 
drawing  by  Charles  Heathcote  Tatham  of  a 
Roman  candelabrum  in  the  Barberini  Palace, 
Rome.  These  are  supported  on  pedestals  formed 
of  octagonal  straight-sided  bases  of  Chia-Ching 
porcelain  with  ormolu  mounts.  The  octagonal 
bases  are  of  wood,  carved  and  painted  in  ivory 
and  gilt.  Other  tresh  original  articles  returned  by 
The  Queen  are  tables  and  chairs  of  bamboo, 
imported  from  China  for  the  Prince  of  Wales 
about  1800,  and  similar-  pieces  of  beech,  painted 
to  simulate  bamboo,  made  for  the  Pavilion  in 
1802.  The  tables  are  part  of  the  original  furnish- 
ing of  the  North  Gallery,  to  which  they  have 
been  restored,  but  the  chairs  now  form  a  prin- 
cipal part  ot  the  furniture  of  two  new  rooms 


which  have  been  arranged,  rhese  are  now  called 
'Queen  Charlotte's  Rooms',  in  reference  to  the 
tact  that  the  bed  in  one  of  the  rooms  is  almost 
certainly  the  one  used  by  the  Prince's  mother 
during  her  stay  at  the  Pavilion  in  1816,  at  the 
time  of  the  celebrations  there  of  the  Princess 
Charlotte's  engagement  to  Prince  Leopold.  A 
letter  written  by  Lady  Ilchester,  who  was  Lady- 
in- Waiting  to  the  Princess  at  this  time,  refers  to 
the  occupants  of  the  various  rooms,  and  the 
Pavilion  Inventory  records  the  original  position 
of  the  bed,  with  its  'cut  Chinese  frame',  which 
has  now  had  its  chinoiserie  decoration  restored. 
Chintz  hangings  and  Chinese  export  paintings 
(see  illustration)  complete  the  oriental  character 
ot  a  typical  private  bedroom  and  sitting-room 
of  the  Pavilion. 

In  Nelson's  Memory 

The  most  spectacular  feature  of  the  Exhibition 
this  year  however,  is  perhaps  the  famous  suite  ot 
Dolphin  Furniture,  lent  from  Admiralty  House, 
Whitehall,  by  permission  of  the  Rt.  Hon.  Lord 
Carrington,  First  Lord  of  the  Admiralty,  and  the 
Board  of  Admiralty  (see  below  right).  This  suite, 
consisting  ot  a  sota,  window-seats,  arm-chairs, 
card-tables,  and  a  sota-table,  was  made  by 
William  Collins  and  presented  in  1813  to  Green- 
wich Hospital  by  the  widow  of  Mr.  John  Fish  of 
Kempton  Park,  in  memory  of  Lord  Nelson.  The 
furniture  is  richly  gilded  and  carved  with  dol- 
phins, acanthus,  cornucopias  and  other  ornament. 
The  use  ot  marine  emblems  such  as  the  dolphin 


for  commemorative  furniture  was  encouraged 
by  the  publication  of  designs  of  this  character 
for  such  articles  as  'Nelson's  Chairs'  in  Thomas 
Sheraton's  Cabinet  Encyclopaedia  of  1804-06, 
and  in  this  suite  the  taste  is  seen  in  its  most 
elaborate  form.  The  same  spirit  of  marine  fan- 
tasy is  seen  on  a  more  domestic  scale,  but  in 
extremely  lovely  fashion  in  the  mahogany  sofa 
in  the  adjoining  Saloon,  its  back  carved  as  a  great 
shell,  and  with  emblems  of  anchors,  cordage  and 
other  nautical  gear.  The  Regency  Exhibition  of 
this  year  may  be  said  to  represent  the  closest 
approach  to  the  spirit  of  the  original  interior  yet 
attained,  and  the  most  complete  furnishing  and 
decoration  of  the  magnificent  rooms. 

Honouring  Peter  Floud 

PETER  CASTLE  FLOUD,  who  died  on  the 
22nd  January  i</>o,  at  the  age  of  48,  rendered 
great  service  in  a  number  of  fields,  notably  by 
his  studies  in  Victorian  and  Edwardian  decorative 
art,  111  the  history  of  English  textile  design  and 
111  the  decorative  work  of  William  Morris.  A 
number  of  his  most  important  studies  were 
published  in  The  Connoisseur.  During  the  time 
he  was  Keeper  of  the  Circulation  Department 
of  the  Victoria  and  Albert  Museum,  he  organized 
a  number  of  memorable  exhibitions. 

The  William  Morris  Society,  of  which  Floud 
was  an  active  member,  is  opening  a  fund  for  the 
purpose  of  honouring  his  memory.  It  is  thought 
that  the  most  appropriate  way  of  doing  this  and 
one  of  which  he  himself  would  have  approved, 
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John,  2nd  Earl  of  Egmont,  and  his  second  wife,  Catherine, 
by  Sir  Joshua  Reynolds,  canvas,  49  X  71  in.  Acquired  by  the 
Bradford  City  Art  Gallery  (Cartwright  Hall). 


The  new  Room  2,  or  French  Room,  at  the  Bowes  Museum,  Co.  Durham,  recently  opened  by  H.E. 
The  French  Ambassador,  M.  Jean  Chauvel.  The  tapestries  are  Beauvais,  c.  1760.  Other  furnishings 
include:  a  white  marble  head  of  a  girl  by  J- A  Houdon  and  a  terracotta  Satyr  group  by  Clodion;  a 
rock  crystal  chandelier  from  Montioilliers,  near  Le  Havre;  and  two  harps  of  the  Louis  XVI  period. 


will  be  to  offer  a  prize  of  _£-5  annually,  tor  per- 
haps five  years,  for  an  essay  on  some  aspect  oi 
Morris'  work.  The  prize-winning  essay  will  be 
published  each  year  and  it  is  hoped  that  it  will 
be  possible  later  to  collect  the  essays  into  a  single 
volume. 

There  will  no  doubt  be  many,  both  within 
and  without  the  Society,  who  will  wish  to  con- 
tribute to  this  fund.  Donations  may  be  sent  to: 
Mr.  Freeman  Bass,  Honorary  Treasurer,  The 
William  Morris  Society,  35  Hendon  Avenue, 
London,  N.3. 

Traditions  of  the  Craft  of  Painting 

THE  recent  meeting  held  by  the  Society  of 
Painters  in  Tempera  in  the  historic  Great  Room 
of  the  Royal  Society  of  Arts  was  an  occasion 
(writes  Anthony  Coleridge)  for  a  discussion  on 
an  important  aspect  of  the  fine  arts:  'Traditions 
of  the  Craft  of  Painting'. 

Divided  into  three  short  talks,  Rosamund 
Borradaile,  the  honorary  secretary  of  the 
Society,  gave  the  first  lecture  and  dealt  with 
Cennino  Cennini's  'In  Libro  del'  Arte'.  She 
explained  how  Cennini  gives  detailed  instruc- 
tions on  how  to  paint  on  walls  in  fresco,  oil  and 
tempera,  and  on  panel,  on  canvas  and  on  stone. 
Cennini  learnt  his  craft  from  Agnolo  Gaddi, 
whose  father  and  teacher,  Taddeo  Gaddi,  had 
been  a  pupil  of  Giotto:  so  Cennini  was  indeed 
steeped  in  the  best  traditions  of  Trecento 
Florentine  Painting.  Miss  Borradaile  then  illus- 
trated with  a  series  of  slides  how  Agnolo  Gaddi's 
Coronation  of  the  I  irgin,  in  the  National  Gallery, 
had  been  'built-up'  by  adhering  to  the  rigid  set 
of  rules  which  governed  the  craft  of  tempera 
painting,  as  quoted  by  Cennini.  She  traced  the 
technique,  showing  how  the  wooden  panel  was 
first  sized  with  boiled  parchment  chippings  and 
then  further  prepared  with  layers  of  gesso  grosso 
and  gesso  sottile.  Finally  the  gold  leaf  and 
tempera  were  applied  to  the  ivory  smooth 
surface  thus  acquired. 

Mr.  R.  A.  Wilson  also  spoke  on  the  technique 


of  tempera  painting;  a  subject  on  which,  from 
personal  experience,  he  is  well  qualified  to 
speak.  He  showed  to  what  an  arduous  training 
the  Quattrocento  Masters  were  subjected;  how 
they  were  initially  to  study  drawing  for  a  year; 
work  with  a  master  for  six  years;  and  finally 
study  for  a  further  six  years.  In  order  to  obtain 
a  standard  of  proficiency  they  were  expected  to 
practise  the  art  of  drawing  on  all  holidays  and 
during  their  spare  time.  He  finished  by  quoting 
with  what  astonishment  Vasari  writes  of  the 
freshness  of  condition  of  Margaritone's  Madonna 
and  Child  with  Saints,  the  tempera  colour  of 
which  had  withstood  the  ravages  of  time  for 
about  three  hundred  years.  How  much  more 
astounded  Vasari  would  be  if  he  could  see  the 
similar  picture  which  now  hangs  in  the  National 
Gallery  in  its  almost  pristine  condition. 

Medium  Used 

Miss  Borradaile  then  spoke  again :  she  men- 
tioned other  early  sources  and  documented 
receipts  of  tempera  painting,  which  had  once 
flourished,  or  are  now  extant,  in  such  far-flung 
centres  as  Lucca,  Pans,  Bologna,  Mount  Athos, 
Westminster,  Brussels,  Strasbourg  and  Lubeck. 
Little  importance  was  attached  to  where  a 
picture  was  painted  in  the  fifteenth  century,  but 
much  was  attached  to  what  medium  was  used. 
There  was  a  European  tradition  ot  painting,  a 
tradition  which  changed  but  slowly — Michel- 
angelo was  still  using  terre-vertc  for  underpaint- 
ing  in  his  unfinished  Madonna  and  Child  in  The 
National  Gallery.  She  also  showed  slides  of  two 
altar  tombs  in  Norfolk  churches,  East  Harling 
and  Cranworth,  which  members  of  the  Society 
had  recently  restored  by  using  the  old  method 
of  tempera  painting  on  stone.  The  Society  has 
also  reconstructed  John  Gower's  tomb  at  South- 
wark,  the  original  colours  being  taken  from  the 
description  in  Stowe's  History  of  London. 

These  three  immensely  interesting  talks  have 
shown  that  there  is  sufficient  information  in  old 
writings  to  impart  sound  tradition  to  the  work 


of  restoration  in  modern  times — traditions  of 
beauty  and  craftsmanship  which  have  been 
inherited  from  the  past  and  which  must  never 
be  lost.  Miss  Borradaile's  address,  where  en- 
quiries can  be  made  for  membership  of  the 
Society,  is:  28  Eldon  Road,  London,  W.8. 

Rare  Thomas  Whieldon  Birds 

IN  the  unending  search  tor  tresh  knowledge,  art 
scholars  and  specialist  collectors  are  constantly 
seeking  fresh  documentary  and  conclusive 
evidence  to  prove  a  point  which  may  have  for 
long  alluded  them.  An  important  instance  of  this 
is  illustrated  in  the  appearance  in  London  of  the 
excessively  rare  pair  of  Whieldon  crested  birds 
shown  in  colour  on  page  122.  They  are  in  the 
possession  of  Messrs.  Tilley  &  Co.  (Antiques) 
Ltd.,  the  well-known  dealers  of  Symons  Street, 
Sloane  Square,  London. 

The  survival  of  Messrs.  Tilley's  birds  in  such 
brilliant  colouring  and  condition  since  about 
1755  is  in  itself  astonishing.  Not  only  is  it  now 
clearly  evident  that  such  pieces  were  made  in 
pairs,  but  undoubtedly  they  constitute  the  most 
important  addition  to  the  artistry  and  craftsman- 
ship of  Thomas  Whieldon  which  have  come  to 
light  for  many  years.  The  fact,  also,  that  they  are  a 
pair  is  of  the  highest  interest;  since,  in  her  assid- 
uous search  for  rare  ceramics,  even  Lady  Schreiber 
failed  to  discover  a  pair  of  Whieldon  birds.  Her 
collection  at  the  Victoria  and  Albert  Museum 
shows  only  one  example  each  of  four  Whieldon 
birds ;  one  of  them  being  illustrated  in  the  Museum 
catalogue  (plate  37,  No.  269,  Vol.  2),  and  again 
by  Honey  in  English  Pottery  and  Porcelain  and  by 
Herbert  Read  in  Staffordshire  Pottery  Figures. 

Madeira  and  Sherry 

MR.  CYRIL  COOK  writes:  In  The  Connoisseur 
(January,  1953,  and  April,  1959)  I  listed 
thirty  wine-titles  with  twenty-five  separate 
designs  which  seemed  to  represent  all  that  could 
then  be  recorded  on  the  wine-label  output  of  the 
Battersea  Enamel  Factory  at  York  House  in 
London,  during  the  brief  life  of  Janssen,  Dela- 
main  and  Brooks's  decorating  establishment 
there  in  1753/54.  Of  these,  two  were  Sherry 
labels  with  different  designs  which  were  des- 
cribed for  the  first  time  in  1959. 
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(Above).  Two  recently  discovered  Hat  terse. t  wine-labels,  the  example  on  the  right  belonging  to 
Messrs.  Findlater  Mackie  Todd  of  London.  See  'Madeira  and  Sherry'.  (Right).  Hexagonal  sugar  bowl 
and  cover,  made  by  John  Clifton  of  Dublin  in  1714.  See  story  below,  'Louis  Wine  Art  Galleries'. 


Two  further  labels  of  particular  interest  have 
since  come  to  light,  and  serve  to  amplify  the 
record,  though  they  do  not  involve  any  new 
titles  or  completely  new  designs.  The  first  of 
these  is  a  rare  Slicrry  label  with  a  modified 
version  of  a  design  which  is  better  known  on 
Port  labels.  On  one  such  specimen  from  the 
Herbert  W.  Hollebone  Collection,  which  I 
described  and  illustrated  in  January,  1953,  and 
on  a  similar  example  No.  68  (Plate  40)  in  the 
Schreiber  Collection  at  the  Victoria  and  Albert 
Museum,  the  design  showed  two  cupids,  one 
leaning  against  the  other,  who  recline  on  a  large 
cask  bearing  the  name  of  the  wine;  a  youthful 
satyr  is  squeezing  juice  from  a  bunch  of  grapes 
into  the  mouth  of  the  second  cupid.  In  the  back- 
ground are  vines  and  a  goat.  Both  examples  were 
printed  in  brown  and  red  and  overpainted  in 
colours,  the  title  Port  being  lettered  in  black 
across  the  end  of  the  cask.  The  new  Sherry  label, 
here  illustrated,  has  recently  been  brought  to  my 
notice  by  Mr.  B.  E.  Todd  of  Findlater  Mackie 
Todd  &  Co.,  of  London,  and  is  in  their  collection 
at  Wigmore  Street.  On  this  specimen  there  are 
minor  modifications  to  the  basic  design  and  the 
colouring  of  the  figures  is  blue-grey  and  pink ; 
some  bunches  of  grapes  hanging  in  mid-air  are 
coloured  crimson  and  the  ground  is  pale  green, 
the  title  Sherry  being  lettered  in  black  in  typical 
Battersea  style,  in  substitution  for  Port  across  the 
head  of  the  cask.  No  other  example  of  this  label 
appears  to  be  recorded. 

Attributed  to  James  Gwinn 

The  second  label,  which  was  formerly  in  the 
collections  of  Sir  Hercules  Read  and  Mrs. 
Frances  L.  Dickson  and  is  now  in  my  collection, 
is  the  Madeira  specimen  illustrated.  The  design 
is  a  variant  of  the  basic  Burgundy  design  which 
shows  a  cupid  pulling  aside  drapery  to  disclose 
Venus  reclining  on  a  couch;  one  example  ot  this 
is  illustrated  by  Egan  Mew  in  Battersea  Enamels, 
1926  (Plate  21).  It  was  also  used  in  modified 
form  for  a  It'.  Wine  label  in  the  British  Museum 
delicately  painted  in  blue,  yellow  and  green 
{Connoisseur,  January,  1953,  Item  30  and 
illustration  No  10).  The  new  variant  follows 
closely  that  used  for  the  W.  Wine  label  and  is 
painted  in  similar  fashion  and  colours  without  an 
underlying  transfer  print  but  differs  mainly  in  the 


fact  that  the  attendant  cupid  of  the  Burgundy  and 
W.  Wine  labels  now  appears  as  a  youthful  satyr 
without  the  bow  which  is  normally  held  in  his 
outstretched  hand. 

Quite  a  number  of  the  basic  subjects  in  the  full 
range  of  Battersea  designs  have  a  definite  bearing 
on  the  names  which  the  labels  bear,  but  the  new 
Sherry  and  Madeira  variants  show  that  the  design- 
er, or  the  unidentified  painter  who  adopted  his 
designs,  was  unable  to  maintain  this  apt  relation- 
ship. 

The  source  of  the  designs,  like  most  of  those 
in  the  tull  range,  is  not  known  at  present  but 
they  can  be  attributed  with  reasonable  certainty 
to  James  Gwinn,  Janssen's  chief  designer,  though 
they  were  clearly  inspired  by  the  earlier  work  of 
fashionable  French  painters  of  the  school  of 
Francois  Boucher. 

Louis  Wine  Art  Galleries 

NO  visitor  to  Dublin  who  has  an  eye  for  an 
object  of  art  should  fail  to  visit  Messrs.  Louis 
Wine,  Ltd.,  at  31  &  32  Grafton  Street.  Estab- 
lished for  nearly  100  years  and  chiefly  noted  for 
their  fine  antique  silver,  the  quality  of  which  can 
be  seen  from  the  sugar  bowl  and  cover  here 
illustrated,  in  these  extensive  galleries  can  also  be 
seen:  paintings,  sporting  prints,  bronzes,  fire- 
arms, English  and  Continental  furniture,  jewel- 
lery and  objects  of  vertu,  glass  and  porcelain. 
Specialising,  however,  in  antique  silver,  the 
Wine  collections,  many  pieces  of  which  have 
from  time  to  time  been  on  loan  to  the  National 
Museum  of  Ireland,  including  the  important 
Dublin-made  piece  here  shown,  include  numer- 
ous examples  of  Irish  and  English  silver.  This 
dates  from  the  period  of  William  III  and  from 
Elizabeth  I  respectively.  The  collections  of  Queen 
Anne  and  early  Georgian  silver  are  particularly 
noteworthy. 

Two  Exhibitions  in  Canada 

CANADIAN  art  lovers  will  have  cause  to 
remember  i960  as  an  annus  mirabilis.  The  year 
has  already  been  marked  by  three  important 
events:  an  exhibition,  Canada  Collects,  held  in 
Montreal  to  celebrate  the  centenary  of  the  city's 
Museum  ol  Fine  Arts;  the  installation  ol  the 


National  Gallery  of  Canada  in  a  new  and  fitting 
setting  in  Ottawa ;  and  an  exhibition  of  Master- 
pieces oj  European  Painting  held  there.  The  year 
has  also  seen  the  inauguration  of  theBeaverbrook 
Art  Gallery  at  New  Brunswick,  described  in  the 
May  issue  of  The  Connoisseur. 

The  exhibition  held  at  Montreal  was  of  great 
interest.  Designed  to  illustrate  the  tastes  of  more 
than  thirty  Canadian  collectors  who  have  been 
active  in  the  last  hundred  years,  it  included  213 
works  varying  in  date  from  late  thirteenth-  and 
early  fourteenth-century  manuscript  illumina- 
tions to  paintings  by  Braque  and  Picasso. 

The  exhibition  presented  an  extraordinary, 
but  by  no  means  unattractive,  mixture  of  works 
by  Rembrandt  and  Mauve,  Bougereau  and 
Picasso,  Tiepolo  and  Modigliani,  Reynolds  and 
Poynter.  Nearly  all  schools  were  represented 
and  the  show  included  several  pictures  of  out- 
standing beauty.  Among  the  Italians,  the  four 
Canalettos,  now  in  the  collection  of  Mrs.  How- 
ard W.  Pillow,  and  G.  B.  Tiepolo's  Apelles 
Painting  the  Portrait  of  Campaspe,  from  the 
museum's  own  collection,  were  outstanding. 

Impressive  Loans 

The  Ottawa  exhibition,  ^Masterpieces  of  Euro- 
pean Painting,  1490-1840,  consisted  of  36  paint- 
ings lent  from  museums  in  Europe  and  the 
United  States.  They  included  such  famous  works 
as  Boucher's  portrait  of  Mine  de  Pompadour 
from  Edinburgh;  a  Chardin  and  a  Fragonard 
from  the  Louvre;  Reynolds's  Lord  Heathfteld: 
Gainsborough's  sketch  of  his  daughters  and 
Constable's  The  Cornfield  from  the  National 
Gallery,  London;  El  Greco's  St.  Paul  from 
Toledo;  a  Hals  from  the  Rijksmuscum ;  Lorenzo 
di  Crcdi's  Venus  from  the  UMizi;  a  lovely  and 
relatively  little  known  Ruisdael  Winter  Land- 
scape from  the  Villa  Favorita,  Castagnola- 
Lugano;  a  Tcrbruggen  from  Boston;  and  a 
Veronese  from  the  Accademia  at  Venice. 
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I.  Exhibited  in  Paris  in  1937,  this  Van  Gogh  self-portrait  is  of  the  Paris  period  (1887) :  oil 
on  canvas,  l6£  x  13  in.  (41  ■  33  cm.).  2.  Paris  or  Aries  period  ( 1 S 8 7  or  1888):  oil  011 
cardboard,  i6\  ■  12J  in.  (42  ■  31  cm.),  exhibited  in  Munich  (1926),  Paris  (1927), 
Amsterdam  (1930).  3.  Formerly  in  French,  German  and  Swiss  collections:  oil  on  can- 
vas, iX.l  ■  14  in.  (47  x  35.5  em.),  Paris  period  (1887),  and  widely  exhibited  between 
1912  and  1950.  4.  The  subject  of  extensive  literature  and  exhibition  between  1905  and 
1930:  oil  on  cardboard,  i6£  x  13  in.  (41  x  33  cm.),  Paris  or  Aries  period  (1887  or  1888). 
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MARLBOROUGH  FINE  ART  OPEN  AT 
39  OLD  BOND  STREET  WITH 

Van  Gogh  Self-Portrail 

TN  the  space  of  five  years,  between  1885  and  1890,  Vincent  Van 
■1-Gogh  painted  the  thirty-eight  self-portraits  which,  in  their 
power  and  intensity  of  self-revelation,  make  one  think  of  those  of 
Rembrandt ;  and  eighteen  of  these  works,  never  previously  brought 
together,  now  form  a  dramatic  and  important  opening  exhibi- 
tion at  the  new  Bond  Street  galleries  of  Marlborough  Fine  Art. 

Most  of  them  were  painted  during  the  two  years  Van  Gogh 
spent  111  Pans  staying  with  his  brother  Theo  and  absorbing  the 
influences  of  Impressionism  and  Nco-Imprcssionism.  They  show 
interesting  variations  in  the  proportion  of  the  head,  in  technique 
and  general  aspect.  In  a  felt  hat  he  seems  to  aspire  to  the  Parisian 
correctness  he  wistfully  admired  in  his  brother.  Later,  in  a  large 
broad-brimmed  straw  hat,  he  apparently  took  a  mannerism  of 
dress  from  Monticelli.  In  style,  the  broad  brushwork  derived 
from  the  latter  gave  way  in  the  later  Pans  portraits  to  something 
approaching  the  Divisionism  of  Scurat  and  Signac.  In  some  por- 
traits he  is  drawn  and  thin  of  feature ;  though,  as  he  depicts  himself 
at  his  easel  in  1 888,  he  has  a  heavier  look  which  may  have  tended  to 
a  mistaken  assumption  that  he  was  of  massive,  peasant-like  build. 
The  constant  factor  however  is  the  piercing  gaze  of  the  green  eyes, 
the  sense  of  spiritual  tension  behind  the  red-bearded  visage. 

Though  the  self-portraits  of  the  Aries  and  St.  Remy  phases 
have  as  their  background  the  quarrel  with  Gauguin  and  the  un- 
happy mental  condition  of  Van  Gogh  in  the  brief  time  left  him, 
in  the  splendid  colour  and  calmness  of  the  self-portraits  painted 
shortly  after  his  act  of  self-mutilation  there  is  nothing  to  be  seen 
of  its  frenzy.  Dr.  Hammachcr,  in  his  preface  to  the  exhibition 
catalogue,  admirably  gives  what  one  feels  to  be  the  right  explana- 
tion: 'What  has  left  its  mark  is  an  unconditional  determination  that 
the  act  of  painting  should  rise  above  all  that  has  happened  to  him'. 

The  companion  exhibition  at  the  Marlborough  Fine  Art's  new 
premises  provides  a  choice  selection  of  paintings  by  the  nine- 
teenth-century predecessors  and  contemporaries  of  Van  Gogh  in 
France  from  Delacroix  to  Cezanne,  with  the  mam  stress  on  Impres- 
sionist art:  Manet's  Still-Lije  with  flowers,  Sisley's  Bonis  de  la  Seine 
with  its  luminous  sky  and  sense  of  space,  and  Pissarro's  late  Matin 
brumeux,  Rouen  being  examples.  Corot,  Jongkind,  Degas  and 
Toulouse-Lautrec  are  other  masters  represented  by  fine  works. 
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tant  Nineteenth-Century 

French  Masters 

5.  Paul  Cezanne  (1839-1906).  Landscape,  Aix-en-Provence,  oil  on  canvas,  i8|  X  21  £  in.  (46  x 
55  cm.),  exhibited  Kunsthaus,  Zurich  (1958).  6.  Camille  Pissarro  (1830-1903).  Matin  brumeux, 
Rouen  (1896),  oil  on  canvas,  21J  x  28J  in.  (54  x  73  cm.),  signed  and  dated,  formerly  in  the 
collection  of  Mrs.  Chester  Beatty.  7.  Eugene  Delacroix  (1798-1863).  Lc  Marechal-Ferrant,  oil 
on  canvas,  19J  x  24  in.  (50  x  61  cm.),  signed,  in  the  posthumous  Delacroix  Sale  at  Hotel 
Drouot  (1864)  and  exhibited  in  Paris  and  London  between  1910  and  1956.  8.  Alfred  Sisley 
(1839-1899).  Bords  de  la  Seine  (1876),  oil  on  canvas,  1 5 i  x  22  in.  (38.7  x  56  cm.),  signed  and 
dated,  formerly  in  the  Lord  Ashfield  Collection.  9.  Edgar  Degas  (1834-1917).  Cavaliers  snr  urn- 
Route  (c.  1864-1868),  oil  on  panel,  i8£  x  23 1  in.  (47  x  60  cm.). 
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The  Horse  in  Art 

A   LOAN   EXHIBITION   AT  PARTRIDGE'S 

T  T  is  not  without  significance  that  English  sporting  art, 
-1-  particularly  that  relating  to  the  horse,  has  in  recent  months  not 
only  enjoyed  a  much  wider  esteem  amongst  collectors  but  has 
also  been  generally  subjected  to  a  welcome  re-appraisal. 

Just  how  seriously  English  animal  painting  is  taken  in  some 
quarters  was  made  very  clear  in  the  important  'Sport  and  the 
Horse'  exhibition  which  was  so  admirably  organised  and 
catalogued  in  the  early  part  of  this  year  at  the  Virginia  Museum 
of  Fine  Arts  (see  The  Connoisseur,  May,  1960).  Indeed,  that  the 
sporting  school  of  painting  has  always  thrived  in  Britain,  and 
that  English  private  collections  arc  exceedingly  rich  in  splendid 
examples  of  it  was  clearly  evident  in  the  Virginia  exhibition. 

Being  clearly  aware  of  this  steadily  increasing  interest  in 
English  sporting  art  of  the  eighteenth  and  nineteenth  centuries, 
Messrs.  Frank  Partridge  of  London  are  staging  a  loan  exhibition 
(opening  on  November  1st)  consisting  of  a  number  of  paintings 
which  are  so  essentially  English  in  their  conception  and  execution. 
They  will  be  paintings,  some  of  them  rarely  seen  in  public,  like 
the  set  of  four  Alkens  graciously  loaned  by  H.R.H.  The  Duke  of 
Gloucester,  which  pay  homage  to  the  Turf  and  the  owners, 
trainers  and  jockeys  of  the  hunting  field  and  the  special  type  of 
horse  and  hound  necessarily  bred  for  fox  hunting,  with  its  attend- 
ant social  customs  and  mode  of  living;  and  of  the  mail  coach  and 
the  sense  of  excitement  which,  at  one  time,  was  engendered  by 
its  every  appearance  on  the  highways  of  England. 

The  study  of  the  unique  character  of  the  traditional  sporting 
life  of  Englishmen,  and  the  special  iconography  attaching  to  the 
eighteenth-  and  nineteenth-century  art  which  records  it,  is  an 
absorbing  one.  It  is  a  subject  which  calls  for  a  good  deal  more 
academic  attention  than  it  has  so  far  been  afforded  by  historians 
and  students  of  art.  It  is  one  which  deserves  more  adherents. 
This  forthcoming  loan  exhibition  at  144  New  Bond  Street  will 
certainly  encourage  a  greater  appreciation  of  English  animal  art. 
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i.  f.  F.  Herring  and  James  Pollard.  The  Doncaster  Cold  ('up.  1838,  canvas, 
44  ■  81  in.,  signed  and  dated  1X39.  H.J.Joel  Collection.  2.  John  Ferneley. 
Sir  Francis  MacKenzie,  Master  of  the  Quom  Hunt,  canvas,  41^  x  58  in., 
signed  and  dated  'Melton  Mowbray  1829'.  Private  Collection.  3.  John 
Ferneley.  Full  Cry,  canvas,  35  X  62  in.,  signed  and  dated  1X32.  H.J.Joel 
Collection.  4.  James  Pollard.  The  York-Edinburgh  Royal  Mail  at  St.  Mary's 
Gate,  York,  Post  Office  with  the  Post  Chaise  Arriving,  canvas,  19  •  29  in., 
signed  and  dated 'J.  Pollard,  1826'.  N.C.  Selway  Collection.  5.  J.  F.  Herring. 
A  Meet  of  the  East  Suffolk  Hounds  at  Chippenham  Park,  canvas,  41  X  62  in., 
signed  and  dated  1823.  Lord  Rotherwick  Collection.  6.  George  Stubbs. 
Two  Horses  and  a  ( '.room  at  the  edge  of  a  Lake,  panel,  32  X  39^  in.,  signed 
and  dated  'G.  Stubbs,  1778'.  Private  Collection.  7.  Ben  Marshall.  'Long- 
waist'  with  Jockey  up,  Major  Craven  and  Trainer  on  Newmarket  Heath. 
canvas,  39^  X  50^  in.,  inscribed  LONCIVAIST.  Mrs.  Hirschorn  Collection. 
8.  J.  N.  Sartorius.  William  Wilkinson  Esq.  oj  Harperley  Park,  Co.  Durham, 
with  his  Hounds,  canvas,  37  X  44  in.  Loaned  by  Boodles  Club. 
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AMI  KU  AN  SECTION 


Danish  Art  in  New  York 


By  Gertrud  Kobke  Sutton 


THE  purpose  of  the  exhibition  of  Danish  art,  which  was 
opened  by  the  King  and  Queen  of  Denmark,  at  the  Metro- 
politan Museum,  New  York,  on  October  14,  is  two-fold.  It  is  to 
combine  a  choice  selection  of  some  of  the  finest  objects  associated 
with  Denmark's  past,  stretching  back  to  the  Stone  Age,  with  a 
display  of  contemporary  arts  and  crafts. 

Though  the  average  level  of  taste  in  Denmark  is  fairly  high, 
the  Danes  have  produced  few  major  artists,  writers  or  com- 
posers: the  exceptions  being,  perhaps,  the  sculptor  Thorvaldsen, 
Hans  Christian  Andersen,  Soren  Kierkegaard  and  the  composer 
Carl  Nielsen. 

It  is  fascinating  to  observe  how  the  sea  has  been  a  link  between 
Denmark  and  other  countries  and  frequently  the  cause  of 
economic  and  artistic  expansion.  In  the  Bronze  Age  it  was  the 
amber  trade  that  brought  her  into  line  with  Europe  (No.  2)  and 
which  paid  for  such  splendid  imports  as  golden  bowls,  horned 
helmets,  oval  shields  and  jewellery  (No.  1).  Denmark's  bellicose 
exploitation  of  neighbouring  coasts  and  countries  during  the 
Viking  Age  (c.  800-1000)  resulted  in  the  fusion  of  several  artistic 
traditions  and  the  emergence  of  an  indigenous  art  (No.  3). 
Paradoxically,  the  booty  from  this  Nordic  venture  helped  to 
supply  the  means  for  the  construction  of  the  thousands  of  churches 
that  occurred  in  the  early  Middle  Ages.  Romanesque  art  readied 
a  very  high  standard  in  Denmark  and  is  seen  at  its  best  in  the 
village  churches,  with  their  frescoes,  carved  stone  fonts  (No.  4) 
and  occasional  golden  altars  (No.  s)- 

Another  source  of  wealth  in  the  Middle  Ages  and  early 
Renaissance  was  the  herrings  that  crowded  the  Danish  sutids. 


1.  Necklace  of  cast  bronze  dating  from  the  late 
Bronze  Age,  a  period  when  the  'cire  perdue' 
technique  of  casting  had  reached  its  highest 
development.  Works  like  this  were  executed  in 
Denmark,  though  this  example  may  have  been 
imported.  National  Museum,  Copenhagen. 


2.  Amber  bird,  77  cm.  long.  A  number  of  amber 
animals  have  been  found  in  the  Danish  marshes. 
They  date  from  the  early  Stone  Age  and  are  a 
unique  manifestation  of  sculptural  creation  in 
Northern  Europe.  Amber  was  at  a  later  date 
exchanged  in  great  quantities  for  bronze. 
National  Museum,  Copenhagen. 
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3  (above).  Bronze  ornament  from  a  horse  harness.  This  imagin- 
ative, yet  stylized,  mixture  of  the  abstract  and  representational 
is  characteristic  of  the  Viking  period  when  Scandinavia  was  a 
melting-pot  of  Celtic,  Nordic  and  Roman  artistic  traditions. 
National  Museum,  Copenhagen. 

5  (below).  Detail  from  a  golden  altar.  The  four  panels  seen  are 
from  the  golden  altar  of  01st  church,  and  date  from  e.  1220-25. 
This  type  of  altar  was  not  uncommon  in  Denmark  in  the  period 
1150-1225.  The  01st  altar,  however,  is  unusually  courtly  in  style 
and  the  relief  extremely  high.  This  was  a  great  technical  achieve- 
ment considering  the  thinness  of  the  gilt-bronze  plates  em- 
ployed, yet  it  lacks  the  vital  ornamentation,  half  heathen,  half 
Christian,  which  distinguishes  the  considerably  older  Liisbjerg 
altar.  National  Museum,  Copenhagen. 


4  (above).  A  granite  font  from  the  Church  of  Norre  Snede,  c.  1125.  The 
bowl  is  decorated  with  two  pairs  of  lions  whose  manes  are  pleated  in  a 
way  reminiscent  of  Viking  Age  decorations  (<■/".  No.  3). 

6  (below).  St.  George,  by  Hans  Bruggemann,  c.  1520.  Detail  from  a  St. 
George  and  the  Dragon,  an  extremely  elegant  composition  in  nearly  full 
size  executed  by  a  German  sculptor  who,  together  with  many  of  his  com- 
patriots, found  work  in  Denmark  in  the  first  half  of  the  sixteenth  century, 
before  the  Danish  Reformation.  National  Museum,  Copenhagen. 


7  (above).  Porcelain  tray  with  cream  cups.  Copenhagen 
porcelain,  c.  1780  or  earlier.  The  Danish  porcelain  factory  was 
started  in  1775.  Museum  of  Decorative  Art,  Copenhagen. 

8  (below).  Armchair,  by  Johan  Weys  of  Copenhagen,  1718. 
Between  1699  and  1700  the  Dowager  Queen  Charlotte  Amalie 
and  her  ladies  embroidered  covers  in  gros  and  petit  point  for 
18  chairs.  King  Frederik  IV,  when  he  inherited  the  embroid- 
eries, had  the  chairs  made  in  a  style  that  corresponded  with  the 
type  of  chair  for  which  the  covers  were  intended.  Rosenborg 
Castle. 


9  (above).  Bowl,  in  Copenhagen  porcelain,  c.  1780-90.  Museum  of  Decora- 
tive Art,  Copenhagen. 


10  (below).  Chair,  designed  by  N.  A.  Abildgaard,  c.  1800.  Abildgaard,  who 
is  better  known  as  a  painter  and  professor  at  the  Royal  Academy,  was  the 
designer  of  a  number  of  interesting  pieces  of  furniture  which  were  to  have 
a  great  influence  in  Denmark.  The  present  chair  is  a  copy  after  the  Greek 
'klismoi,'  a  type  of  chair  known  from  Greek  tombstones  and  vase  paint- 
ings. The  back  is  decorated  with  painted  figures  from  the  classical  myth- 
ology. 


I  liis  market  was  grossly  exploited  by  the  Hanseatie  League  with 
the  result  that  from  the  artistic  point  of  view,  Denmark  fell 
under  North  German  domination.  Clans  Berg,  a  pupil  of  Veit 
Stoss,  settled  in  the  country  and  works  by  Hans  Briiggcmann  and 
other  North  German  sculptors  were  imported  (No.  6). 

An  attempt  in  the  sixteenth  century  to  break  the  German 
trade  monopoly  led  to  a  rapprochement  with  the  Netherlands; 
but  once  again  this  resulted  in  a  new  period  of  foreign  artistic 
domination.  I  [ans  Knieper  from  Antwerp,  tor  instance,  executed 
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an  amusing  scries  of  tapestries  representing  the  Danish  Kings, 
while  Flemish  architects  were  employed  at  Elsinore  Castle,  the 
Stock  Exchange  and  at  Rosenborg  Castle. 

Baroque  art  in  its  more  sumptuous  form  was  evidently  beyond 
Danish  means,  as  well  as  being  somewhat  alien  to  the  Danish 
way  of  life  (No.  7).  Moreover,  appreciation  of  the  qualities  of 
Danish  rococo,  which  was  Austro-Ccrman  in  its  origin,  is  difficult 
owing  to  the  fact  that  Christiansborg  Castle,  that  great  monu- 
ment to  Danish  Absolutism,  was  burnt  down  in  1794. 

A  direct  link  with  France  was  established  in  the  1750's  when 
two  French  artists,  the  sculptor  J.  Fr.  J.  Saly  and  the  architect 
N.  H.  Jardm  were  brought  to  Denmark.  The  contact  with  the 
French  Louis  XVI  style  and  Nco-Classicism  proved  extremely 
fruitful.  It  resulted  111  the  emergence  of  a  very  attractive  Danish 
Classicism,  and  the  period  1770-1X40  was  one  of  the  most  inter- 
esting in  the  history  of  Danish  art. 

Painters  like  Jens  Juel  and  N.  A.  Abildgaard  inaugurated  a 
tradition  which  was  to  produce  such  charming  painters  as  C. 
Eckersberg  and  C.  Kobke,  while  Bertel  Thorvaldsen  became 
one  of  Europe's  most  successful  Neo-Classical  sculptors.  Thor- 
valdsen's  years  in  Rome  started  a  tradition,  and  most  Danish 
artists  and  men  of  letters  of  the  nineteenth  century  included  a 
visit  to  that  city  in  their  artistic  training. 

The  Danish  Porcelain  Factory  was  founded  in  177s,  and 
remarkable  results  were  achieved  even  in  its  first  decade  under 
the  directorship  of  F.  H.  Miiller,  the  talented  creator  of  Danish 
porcelain  (Nos.  7  &  9). 

In  the  1770's  Danish  cabinetmaking  was  placed  under  the 
supervision  of  the  Royal  Academy,  a  fact  which  greatly  im- 
proved its  quality.  Towards  the  end  of  the  century  English 
furniture,  silver  and  porcelain  became  fashionable  and  the  result 
was  beneficial  to  Danish  interior  decoration  as  a  whole.  The 
demand  tor  furniture  for  middle  class  homes  was  on  the  in- 
crease. Moreover,  artists  such  as  the  painter  N.  A.  Abildgaard, 
the  sculptor  H.  E.  Freund  and  the  architect  G.  Bindesboll 
designed  their  own  furniture  which  was  inspired  by,  or  copied 
after,  Greek  and  Roman  models  as  known  from  Herculaneum 
and  Pompeii  and  decorated  with  friezes  after  Greek  vase  paintings 
(No.  10). 

The  furniture  from  this  classical  period  still  forms  the  essential 
part  of  many  Danish  homes.  Agreeably  combined  with  modern 
pieces,  it  provides  a  proof  of  the  link  between  past  and  present  in 
the  Danish  tradition.  The  adjustment  to  modern  requirements  in 
furnishings,  which  became  a  necessity  in  the  1920's,  was  thus  far 
easier  in  Denmark  than  111  countries  like  England  and  France 
with  their  aristocratic  tradition.  Yet  the  founder  of  modern 
Danish  furniture  as  such,  Professor  Kaare  Klint,  looked  at 
eighteenth-century  England  when  he  planned  his  then  revolu- 
tionary designs  (No.  n).  Tradition,  combined  with  a  close 
attention  to  what  conforms  with  the  human  shape  in  repose  or 
at  work,  was  the  basis  of  his  approach;  also  he  considered  the 
interior  of  a  house  as  a  whole.  The  architect  Finn  Juhl,  on  the 
other  hand,  maintains  that  a  piece  of  furniture  is  an  independent 
work  of  art,  expressive  of  the  designer's  individuality  (No.  12). 
Both  approaches  have  intermingled  and  inspired  a  large  number 
of  talented  designers.  The  variety  and  general  high  level  seen  in 
this  part  of  the  New  York  exhibition  is  supported  by  a  display  of 
modern  ceramics,  lamps,  textiles  and  silver. 

The  improved  social  conditions  that  have  occurred  in  so  many 
countries  have  created  a  demand  for  reasonably  cheap  modern 
furnishings  based  on  sound  and  aesthetically  pleasing  designs.  A 
country  like  Denmark,  with  its  long  democratic  tradition  is 
especiallv  suited  to  fulfil  this  need. 


11  (above).  Sliding  Cupboard,  by  Kaare 
Klint,  designed  in  1938.  Klint  was  made 
a  Danish  professor  of  furniture  design  in 
1924  and  is  the  initiator  of  modern  furni- 
ture design  in  Denmark.  His  discreet 
modernity  and  sure  sense  of  proportions 
is  based  on  studies  of  English  eighteenth- 
century  furniture. 

12  (below).  Design  for  a  chair,  by  Finn 
Juhl,  first  executed  in  1946.  The  architect 
Finn  Juhl,  who  is  the  organizer  of  the 
present  American  exhibition,  is  a  distin- 
guished furniture  designer.  His  approach 
is  very  personal  and  he  delights  in  in- 
tricate, yet  functional,  shapes. 


The  Connoisseur  in 


America 


By  Malcolm  Vaughan 


VANDALS  often  recklessly  knock  off 
the  head  of  a  stone  or  wood  figure  when 
they  find  they  can  dispose  of  the  fragment  more 
readily  than  the  whole  statue.  Across  the  genera- 
tions countless  sculptures  have  been  thus 
mutilated  to  satisfy  covetous  collectors.  The 
barbarous  mischief  still  goes  on  in  irreplaceable 
treasures  of  Cambodian  and  other  Far  Eastern 
statuary.  In  earlier  days  the  same  sort  of  damage 
went  on  in  ancient  Western  objects  of  art  when 
Creek,  Roman,  and  Egyptian  sculpture  was 
more  readily  available  than  now.  Long  after  the 
vandals,  scholars  appear;  devoutly  study  the 
broken  remains,  and  rightly  hail  the  headless 
figure  or  torso  a  work  of  art  as  cherishable  as  the 
expressive  head.  From  time  to  time  a  scholar  is 
able  to  reunite  the  fragments  but  this  union 
usually  only  occurs,  alas,  on  paper.  Too  often 
the  separate  fragments  are  owned  by  public 
institutions,  even  in  different  countries,  and 
cannot  be  reassembled  in  actuality. 

Among  scholars  today  at  work  on  re-uniting 
fragments  of  ancient  sculpture  is  the  young 
American  Egyptologist,  Bernard  V.  Bothmer, 
associate  curator  of  the  distinguished  Egyptian 
collections  at  the  Brooklyn  Museum.  Employ- 
ing meticulous  measurement  and  spectrograph^ 
analysis  of  chips  of  stone,  Dr.  Bothmer  has  been 
successful  in  realigning  several  major  Egyptian 
statues.  At  the  present  moment  he  is  studying 
the  life-size  red  granite  Ptolemaic  figure  here 
seen,  recently  acquired  by  the  Minneapolis 
Institute  of  Arts.  A  remarkable  example  of 
Ptolemaic  art,  third  century,  B.C.,  it  represents 
a  royal  Egyptian  personage.  Dr.  Bothmer 
believes  he  has  found  the  matching  head  in  the 
British  Museum  and  is  now  preparing  to  publish 
the  evidence.  The  detective  work  is  particularly 
valuable,  for  the  headless  statue  in  Minneapolis 
is  considered  the  most  important  life-size  monu- 
ment of  Ptolemaic  sculpture  in  the  United 
States.  There  are  but  two  other  comparable 
examples  in  America:  a  figure  in  the  Cleveland 
Museum,  and  a  torso  of  the  nobleman,  Archi- 
bcios,  in  the  Nelson  Gallery,  Kansas  City.  Both 
these  are  smaller  and  less  complete  than  the 
headless  portrait  in  Minneapolis. 

The  Ptolemaic  torso  is  late  in  the  history  of 
Egyptian  art,  yet  in  the  architectonic  develop- 
ment ot  the  human  figure  it  follows  the  same 
formula  that  emerged  in  Egypt  2000  years 
earlier.  Even  so,  as  we  note  from  the  illustration 
on  this  page,  the  art  still  shows  an  undiminished 
power  and  grandeur  within  the  strict  limits  of 
the  old  formula.  Indeed,  the  power  and  grandeur 
that  seems  to  radiate  from  some  of  these  Egyptian 
monuments  impressed  ancient  Romans  to  such 
an  extent  that  several  Roman  emperors  thought 
to  enhance  their  own  prestige  by  having  their 
names  inscribed  on  ancient  Egyptian  stone 
portraits.  The  name  of  Marcus  Aurelius  Com- 


modus  Antoninus,  who  reigned  only  a  few 
years — A.D.  180-192 — his  name  is  inscribed 
on  the  Egyptian  figure  in  Minneapolis. 

Lawrence  Revival 

SIR  THOMAS  LAWRENCE'S  reputation  as  an 
artist  is  on  the  rise  in  America.  A  catalogue 
raisonnc:  of  his  works  is  now  in  preparation, -two 
biographies  of  him  have  appeared  within  the 
decade,  and  in  the  United  States  two  large 
exhibitions  of  his  portraits  have  been  held  in 
five  years:  one  in  1955  at  the  Columbus  (Ohio) 
Gallery  of  Fine  Arts;  the  latest,  last  summer,  at 
the  Worcester  (Mass.)  Art  Museum.  Both 
exhibitions  were  triumphantly  esteemed.  So 
many  of  Lawrence's  finest  works  are  owned  in 
America  that  the  two  shows  together  offered  an 
impressive  panorama  of  his  achievement.  What 
emerges  from  the  retrospect  is  a  new  apprecia- 
tion of  his  artistic  worth. 

It  is  now  clear  that  Lawrence  was  a  major 
glory  of  the  Romantic  Movement  in  England. 
Born  in  1769,  a  year  before  William  Words- 
worth, he  was  in  full  career  several  years  before 
Wordsworth's  romantically  impassioned  lyrics 
burst  upon  the  world,  and  was  already  forming 
his  own  art  style,  a  romantic  idealism,  that  proves 
him  a  pictorial  forerunner  of  Byron.  Lawrence's 
technique,  mostly  self-taught,  was  based  on  the 
neo-classical  symmetries  of  Reynolds  and 
Gainsborough,  which,  of  course,  had  come  from 
high  renaissance  Italians  and  the  late  renaissance 
Netherlander  like  Rubens  and  Van  Dyck.  The 
spirit  of  Lawrence's  style,  however,  is,  like  the 
spirit  of  the  man  himself,  romantic.  Portrait 
after  portrait  shows  how  easily  and  serenely  he 
harmonized  the  two,  the  neo-classical  and  the 
romantic. 

Consider,  tor  example,  the  presentment  of  his 
devoted  friend,  Mrs.  Wolff,  perusing  by  lamp- 
light an  album  of  art  engravings  (see  illustration). 
This  might  be  the  image  of  one  of  Byron's 
heroines.  Yet  Reynolds  would  have  respected  to 
the  point  of  envy  the  excellent  organization  ot 
the  picture:  the  graceful  flow  of  line  and  force- 
ful balance  of  forms,  to  say  nothing  of  the 
elegant  mood  created.  Consider  also  the  group 
portrait  of  Mr.  and  Mrs.  James  Dunlop,  .1 
little-known  masterpiece  that  recently  came  to 
light  in  Scotland  and  is  now  owned  by  the 
Worcester  Museum.  The  romantically  intimate, 
even  tender,  thought  is  imparted  in  a  traditional 
composition  which  has  been  traced  back  to 
1  Hirer,  then  was  'repeated'  by  Rubens,  and 
descended  to  Lawrence  through  Gainsborough's 
famous  Morning  Walk  (portrait  of  Mr.  and  Mrs. 
William  Hallett).  Or  consider  the  kit-cat 
portrait  here  seen  of  Rosamond  Crokcr.  It  might 
be  accounted  an  example  of  eighteenth-century 
British  portraiture  infused  with  the  romantic 
charm  ot  a  later  day. 


Egyptian  57]  in.  high  royal  figure,  in  red  granite, 
of  the  Ptolemaic  period  3rd  century  B.C. 
Acquired  by  Minneapolis  Institute  of  Art. 

Revived  appreciation  of  Lawrence's  art  has 
been  a  long  time  arriving.  In  his  lifetime  he  was 
George  I V's  favourite  painter:  indeed,  England's 
top-Might  portraitist.  Princes,  the  most  beautiful 
women  in  the  British  Isles,  and  the  foremost  men 
of  the  period  sat  for  him.  Following  his  death  in 
1830,  his  reputation  dropped  because  his  por- 
traits came  to  be  regarded  as  fashion  plates  ot 
out-moded  fashions.  It  was  said  that  he  'per- 
fumed' his  sitters  with  flattery,  wrapped  the 
newly  rich  in  royal  silks  and  satins,  turned  his 
princes  into  jack-a-dandies,  and  made  his 
beautiful  women  silly,  or  'insincere',  by  twisting 
the  mouth  into  a  vapid  simper;  111  short,  that  he 
lacked  integrity  as  an  artist.  Similar  criticism  has 
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Three  fine  works  by  Sir  Thomas  Lawrence,  P.R.A.:  (Left).  Mr.  and  Mrs.  Janus  Dunlop,  canvas, 
106  70  in.,  recently  given  to  Worcester  Art  Museum,  Mass.,  by  Mr.  and  Mrs.  Albert  W.  Rice. 
(Centre).  Mrs.  Jens  Wolff,  canvas,  50 :^  40]  in.,  Mr.  and  Mrs.  W.  W.  Kimball  Collection  at  Chicago 
Art  Institute.  (Right).  Rosamund  Crokcr,  canvas,  30  ■  25  in.  Albright  Art  Gallery,  Buffalo. 


been  heaped  upon  his  painting  ever  since,  except 
in  the  early  twentieth  century  when  for  a  period 
American  millionaires  puffed  up  his  name  by 
vying  for  his  major  works.  Humphrey  Ward 
was  the  first  to  remind  the  world  of  Lawrence's 
remarkable  technical  qualities,  especially  his 
'marvellous  draughtsmanship'.  Then  Roger  Fry 
proclaimed  him  'one  of  England's  greatest 
masters'.  But  it  was  Sir  Walter  Armstrong's 
fine,  impartial  study  of  Lawrence  that  cleared 
the  way  for  our  emerging  reappreciation.  Said 
Sir  Walter,  summing  up":  'You  will  scarcely  find 
a  picture  by  Lawrence,  in  which,  so  far  as  it  goes, 
the  first  steps  to  a  masterpiece  are  not  to  be 
descried.  In  this  he  is  comparable  to  Reynolds 
and  superior  to  Gainsborough.  I  might  even  say 
that  he  is  superior  to  both,  for  there  is  a  spon- 
taneity in  the  fling  of  Lawrence,  in  the  way  in 
which  he  throws  the  germ  of  a  design  upon 
canvas,  which  Sir  Joshua  never  equalled'. 

As  to  his  artistic  ability  and  integrity,  it  is 
undoubtedly  true  that  numbers  of  Lawrence's 
portraits  are  minor  productions.  We  judge  an 
artist,  by  his  highest  accomplishments,  however, 
not  by  his  failures  or  everyday  average.  Few- 
artists  have  produced  so  many  portraits,  and  this 
facility  was  sometimes  Lawrence's  undoing.  Yet 
in  those  canvases  that  he  completed  without 
assistants  will  be  found  an  cver-grow  ing  develop- 
ment of  artistic  values.  It  amounts  to  a  continu- 
ing unfoldment  of  his  genius.  This  estimate  is 
confirmed  by  his  latest  biographer,  the  present- 
day  authority  on  his  work,  Kenneth  Garlick, 
who,  speaking  of  Lawrence's  ability  and  integrity, 
writes  in  the  foreword  to  the  catalogue  of  the 
exhibition  held  in  Worcester  that  when 
Lawrence  'was  only  twenty  his  handling  of 
paint  was  extremely  skilful  and  that  when  he 
died  in  1830  at  the  age  of  sixty  he  was  still 
developing  his  powers'.  The  I  )irector  of  the 
Worcester  Museum,   the  internationally  res- 


pected connoisseur,  Daniel  Catton  Rich, 
organized  the  exhibition  because  he  prizes  the 
native  flavour  and  force  of  English  art,  and 
believes  Lawrence  to  be  'a  superb  painter,  too 
little  known  in  the  United  States'. 

Roosevelt  Silver 

FRANKLIN  and  Theodore  Roosevelt,  two 
presidents  of  the  United  States,  were  collateral 
descendants  of  the  New  York  colonial  silver- 
smith, Nicholas  Roosevelt  (1715-1709).  The 
prominence  of  his  name  today  and  the  distinc- 
tion of  his  work  have  made  his  silver  much 
sought  after.  A  good  many  pieces  of  it  survive, 
for  he  was  a  popular  and  prolific  smith,  yet  only 
this  year  has  The  New-York  Historical  Society 
come  into  possession  of  an  example  from  his 
hand:  an  open  tankard  of  the  type  then  known 
as  'cann'.  It  bears  his  mark:  N  RV  in  an  oval. 
Happily  this  cann  is  a  characteristic  work,  fully 
representative  of  Roosevelt's  orderly  line, 
vigorous  form  and  strong,  often  unadorned 
simplicity.  Such  simplicity  is  nowadays  reckoned 
an  expression  of  the  colonial  American  spirit. 

Nicholas  Roosevelt  was  what  we  nowadays 
call  a  'middle-of-the-road'  craftsman,  neither 
inventive  nor  archaic.  Vital  as  he  was,  he 
followed  the  conservative  styles  of  his  time, 
considering  himself  modern  enough  when  he 
made  small  adjustments  in  his  designs  to  bring 
them  up-to-date.  A  case  in  point  is  the  pear- 
shaped  form  of  the  cann  here  reproduced — a 
smart,  new  form  developed  from  the  bulbous 
shape  of  a  slightly  earlier  day.  Born  in  1715, 
Nicholas  Roosevelt  became  a  freeman  in  1735, 
and  is  known  to  have  made  silver  tor  the  Van 
Cortlandts  and  other  prominent  New  York 
colonial  families.  I  le  was  an  official  silversmith 
of  the  City  of  New  York,  and  in  this  connection 
made  a  gold  box  that  was  presented  by  the  City 
to  General  Lord  Amherst  for  driving  the  French 


from  Lake  Champlain,  where  they  threatened 
the  peace  of  the  Colony. 

Early  Georgian  Settee  in  Springfield 

A  HANDSOME  early  Georgian  settee  was 
recently  added  to  the  English  furniture  collec- 
tion of  the  Springfield  (Massachusetts)  Museum 
of  Fine  Arts.  Made  of  boldly  carved  mahogany, 
and  upholstered  in  needlework  of  the  period,  it 
dates  about  1725-30  and  must  originally  have 
graced  one  of  the  most  elegant  houses  of  the 
time.  English  elegance  such  as  this — a  European 
richness — harks  back  to  the  last  half  of  the 
seventeenth  century  when  Charles  II  returned 
from  the  Continent  and  began  a  revival  of 
luxurious  house  furnishings.  At  that  time  the 
heavy  settee  of  earlier  days  developed  into  a 
splendid  seat  with  cushioned  back,  seat  and  arms, 
the  whole  covered  perhaps  in  velvet. 

To  so  much  upholstery  a  reaction  set  111,  early 
111  the  eighteenth  century.  Wooden  legs  re- 
appeared, wooden  arms  returned  to  favour,  and 
at  times  the  back  was  of  wood  designed  as  a 
series  of  two  or  more  chairbacks.  Often  this 
wood  was  decoratively  carved.  In  the  settee 
recently  acquired  by  Springfield,  the  back  and 
seat  are  covered,  while  the  handsome  arms,  legs, 
and  seat  rail  are  exposed.  In  the  needlework 
covering,  the  design  on  the  back  is  of  swags  of 
flowers  against  scrolling  foliage  and  the  seat  is 
designed  to  a  central  cartouche  of  flowers  in  a 
foliage  arabesque.  As  to  the  carving,  the  out- 
curved  arms  end  in  tine  lions'  heads,  the  legs  are 
carved  at  the  knee  with  large  heads  of  satyrs,  and 
the  unusual  articulation  of  the  cutting  extends  to 
the  claw-and-ball  feet;  the  claws  being  undercut, 
projecting  from  the  ball,  except  for  the  points. 
Students  of  furniture  will  note  that  the  carving 
on  this  settee  is  close  to  the  rate  exam  pie  illustrated 
in  Macquoid's  Age  of  Mahogany  {fig.  58). 
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(Left).  Springfield  Museum  of  Fine  Arts  has 
added  this  English  Georgian  settee  in  original 
needlework  to  its  collections.  For  the  American 
silver  'cann'  seen  above  see  'Roosevelt  Silver'. 


Duke  of  Westminster  Sale 

FOUR  of  the  famous  set  of  five  historical  pic- 
tures painted  by  the  eighteenth-century  Ameri- 
can Quaker,  Benjamin  West,  for  the  ist  Earl  of 
Grosvenor,  are  now  in  America.  The  best  known 
of  these,  the  Death  of  Wolfe,  a  celebrated  canvas, 
was  acquired  by  the  National  Gallery  of  Canada 
some  time  ago.  Recently  it  was  learned  that 
three  of  the  others  were  acquired  for  United 
States  collections  when  the  art  collections  of  the 
Duke  of  Westminster  were  sold  last  year.  The 
U.S.  National  Gallery  of  Art  in  Washington 
acquired  the  Battle  oj  La  Hogue;  a  private  collector 
in  Detroit  purchased  the  Landing  of  Charles  II 
at  Dover,  May  1660;  and  the  art  museum  of 
Montclair,  New  Jersey,  purchased  the  third, 
Oliver  Cromwell  Dissolving  the  Long  Parliament. 
The  final  picture  in  the  set,  the  Battle  of  the 
Boync,  is  believed  to  be  still  in  England. 

Of  these  historical  paintings  the  Cromwell, 
now  in  Montclair,  is  here  illustrated.  Why  the 
Earl  ot  Grosvenor  wanted  this  scene  is  anybody's 
guess.  It  may  be  that  he  admired  the  soldier  in 
Cromwell.  In  any  event,  he  placed  it  prominently- 
over  the  doorway  in  the  library  of  his  country 
seat,  Eaton  Hall,  near  Chester,  where  it  hung  for 
generations.  The  picture  represents  the  astonish- 
ing moment  on  10th  April,  1653,  when  Crom- 
well suddenly  strode  into  Parliament,  spoke  a 
few  words  of  reproach  to  its  members,  then 
ordered  his  soldiers  to  clear  the  house  and  lock 
the  doors.  In  West's  painting,  Cromwell  points 
to  the  symbol  of  authority,  the  Speaker's  mace, 
and  orders  a  soldier  to  'take  away  that  bauble'. 
In  the  left  foreground,  Sir  Harry  Vane  rushes 
forward  with  outstretched  hands  in  protest, 
only  to  meet  the  well-known  rebuke,  'O,  Sir 
Harry  Vane !  The  Lord  deliver  me  from 
Sir   Harrv   Vane!'   The  canvas   roused  fiery 


comment  when  first  exhibited  at  the  Royal 
Academy  in  1783.  Today  we  find  it  rather  tame, 
the  taste  for  historical  dramas  in  paint  little 
stirring  us  nowadays.  Yet  it  is  a  good  example 
of  the  art  taste  of  those  days  in  England,  and  a 
fine  specimen  of  Benjamin  West's  work.  The 
multitudinous  scene  is  admirably  broken  up  and 
masterfully  organised.  In  fact,  the  organisation 
derives  from  one  of  the  most  noted  composi- 
tions of  Velazquez,  the  Surrender  at  Breda.  West 
must  have  worked  from  an  engraving  of  the 
picture.  Not  only  the  general  emphasis  but 
sundry  details  such  as  the  two  soldiers  on  the 
right  suggest  Velazquez.  That  American 
museums  have  been  able  at  this  late  date  to 
acquire  such  prime  examples  by  West,  the 
'father  of  the  American  school',  is  unexpected 
good  fortune. 

Mediaeval  English  Document 

IN  olden  times  indentures  were  a  common 
form  of  contract.  If  you  legally  deeded  a  piece  of 
land,  engaged  a  servant  for  service  overseas,  or 
consented  to  apprentice  a  craftsman,  the  form  of 
written  agreement  was  indenture.  The  term 
derives  from  ancient  Roman  law,  indentura, 
indentare,  to  cut  into  teeth,  to  give  a  jagged  edge. 
Accordingly,  a  contract  was  written  in  counter- 
parts, the  paper  or  vellum  cut  in  two,  along  a 
'toothed'  or  'indented'  line,  and  each  party 
retained  a  half.  The  zigzagged  edge  was  a  device 
to  make  substitution  of  a  faked  document 
difficult.  Countless  indenture  fragments  today- 
survive — a  half  that  went  to  one  of  the  parties 
involved.  The  whole  document  is  seldom 
encountered.  However,  the  Huntington  Library 
and  Art  Gallery  in  San  Marino,  California,  has 
been  able  to  acquire  a  tine  mediaeval  English 
one,  a  parchment  manuscript  dated  1327.  The 


contract  of  this  indenture  covers  the  transfer  of  a 
piece  of  English  land  in  Dilhorn  between  a 
certain  Ralph  Bassett  and  one  William,  son  of 
Richard  le  Vodeward.  The  document  is  in- 
cluded in  the  impressive  exhibition,  'Mediaeval 
English  Manuscripts',  now  on  view  at  the 
Huntington  Gallery. 

Philadelphia  and  a  Portuguese  Chapel 

A  ROCOCO  chapel  of  the  type  constructed  in 
eighteenth-century  Portugal  has  been  installed 
in  the  Fleisher  Art  Memorial  of  the  Philadelphia 
Museum.  Assembled  by  an  authority  on  Luso- 
Brazilian  art,  Dr.  Robert  C.  Smith,  University  of 
Pennsylvania,  professor  of  the  history  of  art,  this 
chapel  is  the  first  such  interior  to  be  seen  in 
North  America :  indeed,  the  first  to  be  presented 
by  a  museum  outside  Portugal  and  Brazil.  A 
composite  room,  rather  than  an  actual  sanctuary 
bodily  removed  across  the  Atlantic,  it  gathers 
together  under  the  beams  of  an  old  church  a 
North  Portuguese  altarpiecc,  wall  panellings  of 
Lisbon  azulejos,  and  various  decorations  such  as  a 
sprig-pattern  silk  altar  frontal,  a  lantern-shaped 
vitrmc  and  wall  sconces  in  the  form  ot  flying 
angels. 

The  Portuguese  developed  the  gilded  wood- 
carved  church  interior,  representing  the  grandeur 
and  radiance  of  Christ  in  the  seventeenth  and 
eighteenth  centuries.  Dr.  Smith  reminds  us  of  a 
letter  written  by  a  Capuchin  in  i6yy:  'the 
churches  of  Lisbon  are  all  covered  with  gold, 
from  the  highest  to  the  lowest  altar,  including 
the  pulpits ...  so  that  by  comparison  with  those 
of  Portugal  the  churches  of  France  are  little  more 
than  stables'.  This  concept  of  a  gold-covered 
church  interior  the  Portuguese  carried  to  their 
colonies.  In  1695  the  interior  of  the  Franciscan 
church  at  ( »oa,  Portuguese  India,  was  said  by 
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Giovanni  Careri  to  be  'like  one  entire  m.iss  of 
gold'.  A  few  yens  later  a  traveller  in  Brazil 
described  the  [csuit  church  in  Salvador  .is 
'superbe  et  magnifique',  adding,  '1  know  of 
none  in  France  to  compare  with  it'.  The  gold 
decorations,  as  well  exemplified  in  the  little 
Philadelphia  chapel,  were  dramatised  by  abrupt 
contrast  of  whitewashed  walls,  sumptuous  altar 
fabrics,  gilt  carved  statues,  and  expanses  of 
blue-and-white  tiles. 

In  the  Philadelphia  chapel  the  central  object 
of  art  is  a  gilt  chestnut  altarpiece  (c.  1760) 
elaborately  carved  in  the  rococo  style  ol  North 
Portugal  (the  region  around  Braga,  Viana  do 
Castelo  and  Ponte  de  Lima).  Such  a  retable  is 
doubly  rare  because  its  sanctuary  door  is  carved 
with  an  unusual  motive,  a  two-tiered  fountain  of 
life  beneath  a  Latin  inscription,  Fons  I  "itae, 
alluding  to  the  Holy  Eucharist  formerly  en- 
shrined there.  The  opulent  forms,  crisp  carved 
volutes,  shells,  leaves,  and  scrolhngs  in  'fat' 
relief,  are  typical  of  North  Portuguese  carving. 
Also  characteristic  of  Lisbon  rococo  design  is 
the  altar-table  vitrine  that  originally  held  a  little 
statue  of  the  Virgin.  Its  bombc  lines  are  ot 
marbled  wood  further  ornamented  with  'tat' 
carving,  including  dolphin  heads  tor  feet.  The 
still  fresh  polychroming  of  the  interior  is  original. 
This  vitrine  and  retable  are  such  excellent 
examples  that  the  rest  of  the  altar  is  left  bare  to 
show  them  off.  Instead  ot  the  candlesticks  that 
would  regularly  appear  on  such  an  altar,  the 
museum  employs  wall  sconces,  a  felicitous  pair 
ot  Portuguese  tolk  art  carvings  in  the  form  ot 
riving  angels  holding  candles.  The  side  walls, 
Hanking  this  setting  are  inlaid  with  areas  ot 
blue-and-white  azulcjos  in  a  Portuguese 
eighteenth-century  version  ot  Delft.  Though 
these  tiles  are  scenic  they  remind  us  how  the 
earlier  practice  of  the  Moors  in  sheathing  walls 
with  polychrome  tiles  became  a  tradition  111  the 
Iberian  peninsula.  The  Portuguese  chapel  111 
Philadelphia  is  happily  incorporated  in  the 
Episcopal  Church  of  the  Evangelists,  a  building 
included  in  the  Fleisher  Memorial. 

Parkc-Bcrnet's  Auction  Season 

PARKE-BERNE  I ,  the  leading  art  and  antiques 
auction  house  in  the  United  States,  last  year  had 
the  second  largest  season  in  its  history.  Seventy- 
six  sales  were  held  in  its  New  York  galleries  at 
9S0  Madison  Avenue,  tor  a  gross  total  ot 
9,240,9X2  dollars.  'Ait  collecting  is  on  the 
increase',  said  the  president  of  the  galleries,  Leslie 
A.  Hyam.  'The  enlarged  roster  ot  our  buyers, 
indicates  a  grow  ing  number  ot  art,  antiques,  .nut 
rare  book  buyers.  Further,  the  demand  today  is 
for  the  choicest  items  in  each  category'.  Mr.  I  [yam 
went  on  to  analyse  the  auction  season  in  more 
detail.  French  eighteenth-century  furniture,  he 
said,  continues  to  dominate  the  field  ot  antiques. 
American  eighteenth-century  furniture  tomes 
second;  English,  third.  In  the  field  of  art,  so  few 
tine  paintings  by  the  old  masters  now  come  on 
the  market  that  top  demand  has  turned  to 
Impressionist  and  post-Impressionist  works.  As 
these  works  also  are  becoming  increasingly 
unavailable,  a  new  tendency  has  been  noticed. 
Collectors  are  seeking  to  buy  major  works  by 


Fleisher  Art  Memorial,  Philadelphia  Museum,  has  now  completed  the  assembly  of  this  Port 
rococo  chapel,  one  of  the  decorative  features  of  which  is  this  carved  and  painted  vitrine. 


contemporary  artists,  both  abstract  and  expres- 
sionist. Rare  books  also  grow  increasingly  un- 
available, doubtless  due  to  the  fact  that  main 
fine  collections  are  ot  late  years  donated  to 
public  institutions.  The  demand  tor  first  class 
material  being  larger  than  supply,  many  new 
record  prices  were  reached  last  season  111  this 
department.  Mr.  1  ham's  estimate  ot  price 
changes  tor  the  season  this  overall  yardstick 
covering  art,  antiques,  and  rare  books — 
amounts  to  an  increase  ot  twenty  per  cent.  I  he 
estimate  is  based  on  a  comparison  ol  prc-salc 
appraisals  with  actual  prices  realised.  Anothci 
development  is  thai  international  competition, 
hitherto  oc  curring  only  at  an  occasional  auction, 
is  now  more  frequent.  I  lowever,  to  judge  from 
international  reports,  the  import. 1111  items 
continue  to  pass  into  American  collections  with 
but  lew  exceptions. 

Twenty  ol  the  sales  last  season  at  Parkc- 
Bcrnet's  reached  six-figure  totals.  Chief 


(Left).  Cromwell  Dissolving  the  Long  Parliament. 
Sec  'Duke  of  Westminster  Sale'.  (Above).  A 
fourteenth-century  English  indenture  on  ex- 
hibition at  Huntington  Art  Gallery. 


these  were:  871,850  dollars  for  the  fifty  modern 
paintings  and  sculptures  sold  for  the  benefit  of 
New  York's  Museum  of  Modern  Art;  652,250 
dollars  for  the  modern  paintings,  sculptures  and 
drawings  from  the  estate  of  Baroness  Gourgaud 
and  others;  and  449,000  dollars  tor  the  modern 
paintings,  sculptures  and  drawings  collected  by 
Mr.  and  Mrs.  Samuel  Sair  and  others. 

Among  the  furniture  prices  the  largest  were : 
499,280  dollars  for  the  Walter  P.  Chrysler,  fr. 
collection  of  English  eighteenth-century  furni- 
ture and  decorations;  472,690  dollars  for  the 
French  eighteenth-century  furniture  and  decora- 
tions belonging  to  the  Marqucsa  de  Portago  and 
others;  and  118,152  dollars  for  the  early 
Americana  collection  formed  by  the  late  ]ohn 
Kenneth  Byard.  A  sale  of  precious-stone 
jewellery,  the  property  ot  the  late  Mrs.  Lillian 
Tiinkcn,  established  the  highest  total  tor  a  single 
sale  during  the  season:  1,095,460  dollars.  In  this 
dispersal  one  diamond  ring  alone  brought 
157,000  dollars. 

Highest  prices  for  individual  paintings 
included:  200,000  dollars  tor  Cezanne's  still  lite, 
Lis  Poiiimes;  145,000  dollars  tor  Braque's  cubist 
Composition:  The  Violin  (a  Braquc  public  sale 
record);  82,500  dollars  for  Leger's  composition, 
Le  Fuiiwur  (a  record);  and  52,000  dollars  lor 
Matisse's  Dai.x  l  ilies  a  Nice,  an  interior,  dated 
1921.  Other  unusual  prices  for  modern  paintings 
were:  42,000  dollars  tor  Houses  of  Parliament, 
London,  by  Monet;  27,000  and  13,500  dollars  for 
two  Dubuffcts;  11,000  dollars  tor  a  Hartung; 
and  9,000  dollars  tor  a  Soulages.  Highest  prices 
tor  modern  sculpture  were:  40,000  dollars  for  a 


Brancusi  bronze.  Blonde  Xegress;  8,000  dollars 
tor  a  figure  by  Ciacomctti;  and  4,500  dollars  for 
a  bronze  bust  by  Epstein,  ( )ld  Pinager,  dating 
from  1923. 

Among  the  highest  prices  paid  for  examples  of 
French  eighteenth-century  furniture,  all  pieces 
in  the  Louis  XV  style,  were:  48,000  dollars  for  a 
black  and  gold  decorated  serpentine  commode 
with  bronze  dore  mounts  by  Jacques  Caffieri; 
44,000  dollars  for  a  tulipwood  and  kingwood 
marquetry  petite  table  a  ecrire,  made  c.  1730,  by 
Bernard  Van  Risen  Burgh;  37,000  dollars  for 
another  example  of  his  work,  an  inlaid  acajou 
bureau  plat,  and  36,000  dollars  for  a  third,  an 
amaranth  and  satine  marquetry  bureau  de  dame; 
32,500  dollars  tor  a  tulipwood  marquetry  petit 
secretaire  a  abattant,  by  Jacques  Dubois;  and 
28,000  dollars  for  an  amaranth  marquetry 
commode,  by  Pierre  Migeon  III. 

Among  prices  bid  tor  Walter  P.  Chrysler  |r's. 
English  furniture — believed  to  be  the  greatest 
collection  ot  English  eighteenth-century  cabinet- 
work ever  to  be  auctioned  anywhere — the 
highest  were:  19,200  dollars  tor  a  unique  set  ot 
twelve  George  II  carved  walnut  dining  chairs; 
17,000  for  a  Queen  Anne  gilded  gesso  suite  111 
rose  Pompadour  petit  point,  with  scenes  after 
Breughel;  12,000  tor  a  'fish-scale'  carved 
mahogany  suite  of  two  settees  and  eight  chairs; 
and  9.400  tor  a  matched  pan-  of  Queen  Anne 
parcel-gilded  walnut  secretary-cabinets.  A  pair 
ol  George  III  Waterford  cut  glass  chandeliers 
brought  6,500  dollars.  Other  interesting  prices 
included:  a  pair  of  Meissen  statuettes  by 
Kandlcr  (c.  1745)  fetched  8,000  dollars;  a  pan  ot 


Meissen  mantel  urns  with  covers  and  'pistol' 
handles  (c.  1795)  and  bearing  the  arms  of  the 
United  States,  5,200;  a  pair  of  Dresden  swans, 
mounted  as  a  candelabra,  2,200.  In  the  antique 
silver  field  a  George  II  wrought  and  ajome 
epergne,  made  in  1757  by  Win,  Cripps,  brought 
3,000;  a  Tudor  gilded  tazza  (c.  1550)  2,700; 
and  an  early  American  skittle-ball  teapot,  by 
Steph.  Bourdett,  of  New  York,  2,100  dollars. 

Rhode  Island  School  of  Design  acquires 
Rienienschneider  Picta 

DAVID  GILES  CARTER,  Director  of  the  Mu- 
seum of  Art,  Rhode  Island  School  ot  Design, 
recently  announced  the  acquisition  by  his 
museum  of  a  Picta  by  the  late-Gothic  German 
sculptor  Tilmann  Rienienschneider  (c.  1460- 
1531).  This  sculpture,  dating  from  the  period  of 
Riemenschneider's  maturity  around  1 505-1510, 
represents  the  sculptor  at  the  peak  of  his  powers. 
Seventeen  and  three-quarters  inches  high,  this 
work,  carved  in  linden  wood,  is  regarded  by 
leading  authorities  as  a  model  tor  larger  works 
and  hence  of  particular  interest  as  evidence  ot  the 
w  orking  methods  of  late-Gothic  sculptors.  The 
high  quality  of  this  exquisite  piece  confirms  the 
eminent  position  accorded  Rienienschneider  111 
the  history  of  art.  Its  entrance  into  the  collections 
of  the  Museum  of  Art,  Rhode  Island  School  ot 
Design,  marks  the  fulfilment  of  a  longtelt  need 
for  a  great  late  Gothic  sculpture.  This  important 
new  purchase  is  fully  described  in  the  museum's 
Bulletin  (Vol.  46,  No.  3),  which  can  be  obtained 
from  the  School  at  Providence,  Rhode  Island. 


Primed  m  Great  Britain  by  Tillotsons  (Bolton)  Limited,  Bolton  and  London. 


ISO 


8-10     HANS     ROAD,     LONDON  S.W.3 


TELEPHONE     KEN  5266 


(above) 

One  of  a  fine  PAIR  of  Hepplewhite 
side  tables  in  satinwood.  Circa  1785. 

Length  34  inches 
Depth  18 -A  inches 
Height  33  inches 


(right) 

One  of  a  PAIR  of  decorated  Regency 
open  bookcases  in  simulated  rose- 
wood. Circa  1805. 

Length  36  inches 
Depth  1 5  inches 
Height  51  inches 
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Seal  of  Ireland  when  he  was  Lord  Chancellor  of  Ireland. 
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Telephone:  Hyde  Park  6545  Telegrams:  Abinit  io,  Wesdo,  London 

AMERICAN  REPRESENTATIVES:  SOTHEBY'S  OF  LONDON  LTD.,  717  Fifth  Avenue,  New  York  22. 
Telephone:  Plaza  8-2891  Telegrams:  Abinitio,  New  York 


SOTHEBY'S 

Founded  1744 

announce  the  Sale  on  Monday.  5th  December,  of 

IMPORTANT  RENAISSANCE  JEWELLERY 
AND  EIGHTEENTH  CENTURY  GOLD  BOXES 

the  property  of 

the  late  OSCAR  DUSENDSCHON,  of  Geneva 
Mrs.  FRANCIS  SPENCE,  and  other  owners 


Illustrated  Catalogue  {15  plates.  2  in  colour)  10s.  Od.  Plain  Catalogue  6d.  Post  free. 
SOTHEBY  &  CO.,  34  &  35  NEW  BOND  STREET,  LONDON,  W.l 

Telephone:  Hyde  Park  6545  Telegrams:  Abinitio,  Wesdo,  London 


AMERICAN  REPRESENTATIVES:  SOTHEBY'S  OF  LONDON  LTD..  717  Fifth  Avenue,  New  York  22 
Telephone:  Plaza  8-2891  Telegrams:  Abinitio,  New  York 


SOTHEBY'S 

Founded  1744 

announce  the  Sale  on  Tuesday,  6th  December,  of 

AN  IMPORTANT  COLLECTION  OF 
EUROPEAN  PORCELAIN 

the  property  of 
the  late  OSCAR  DUSENDSCHON,  of  Geneva 


A  Meissen 
Snuff  box,  and 
a  Mennecy 
Bonbonniere 


Chelsea 
Scent  bottles 


Chelsea 
Scent  bottles 


Illustrated  Catalogue  (30  plates)  10s.  Od.  Plain  Catalogue  6il.  Post  free. 

SOTHEBY  &  CO.,  34  &  35  NEW  BOND  STREET,  LONDON,  W.l 

Telephone:  Hyde  Park  6545  Telegrams:  Abinitio,  Wesdo,  London 

AMERICAN  REPRESENTATIVES:  SOTHEBY'S  OF  LONDON  LTD.  717  Fifth  Avenue.  New  York  22 
Telephone:  Plaza  8-2891  Telegrams:  Abinitio,  New  York 


SOTHEBY'S 

Founded  1744 


announce  the  Sale  on  Wednesday,  30th  November  of 

FINE  ENGLISH  EIGHTEENTH  CENTURY 
WATERCOLOURS  AND  PAINTINGS 

the  property  of 

the  late  HENRY  TOZER,  Esq.,  the  late  CHARLES  RUSSELL,  Esq., 
Miss  DOROTHY  ERHART,  and  other  owners 


Illustrated  Catalogue  (23  plates,  I  in  colour)  10s.  Od.  Plain  Catalogue  6d.  Post  free. 


SOTHEBY  &  CO.,  34  &  35  NEW  BOND  STREET,  LONDON,  W.l 

Telephone:  Hyde  Park  6545  Telegrams:  Abinilio,  Wesdo,  London 

AMERICAN  REPRESENTATIVES:  SOTHEBY'S  OF  LONDON  LTD.,  717  Fifth  Avenue,  New  York  22 
Telephone:  Plaza  8-2891  Telegrams:  Ab-initio,  New  York 


Exceptionally  fine  Toilet  Casket 
decorated  in  the  Chinese  manner  with  warriors,  birds 
and  exotic  plants.  London.  Charles  II  1684 


Makers  Mark:  B.B.  (possibly  Benjamin  Bat  hurst)  Weight:  jS.6j       Length:  io\" 


ASPREY  &  CO.  LTD.  165/169  NEW  BOND  STREET  •  LONDON  W1     Telephone:  HYDe  Park  6767 


By  Appoin  i  mi  n  i 
Antiquaries  or  Chinese  Ari 

TO  THE  LATE  QlIEEN  MARY 


15y  Arpi  IIN1  ME  N  I 
Antiquaries  of  (  Ihinese  Works  of  Art 
ti>  H.M.  i  iii  Kinc  <)!•  Sweden 


•JOHN  K  PA  It  K  S 


LIMITED 


C()ines!£  Slorksf  of  grt 


A  Chinese  porcelain  bowl  covered  in  a  pale  shadowy  blue  'Ying  Ching'  glaze. 
CHING  PAI  WARE.  SUNG  DYNASTY:  A.D.  960-1279. 
Height  2  inches.  Diameter  1\  inches. 


128    MOUNT    STREET,    LONDON,    W.  1 

GROsvenor  2265 


THh  (  ■(  >NN(  MSSHUR.  I  >ci  ember,  \>>(«> 


VIII 


BY  APPOINTMENT 
DEALERS  IN  ANTIQUE  FURNITURE  AND  WORKS  OF  ART 
TO  THE  LATE  QUEEN  MARY 


M.  Harris  &  Sons 


ESTABLISHED  1868 


A  unique  pair  of  small  Sheraton  satinwood  Bonheurs-du-jour  of  outstanding  quality 


44I52  New  Oxford  Street,  London  W.C.i 

Telephones:  Museum  2121,  2122  Telegrams:  Artisonne  Phone  London 
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HARVEY  &  GORE 


LTD. 


C.  1750 


I,  2  &  3,  VIGO  STREET,  LONDON,  W.I 

Resent  0859,  0861 
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BANKERS  since  1 812  Valuations  for 

Messrs.  Coutts  &  Co.  Probate,  Insurant 

Snand  Antique  Jewels,  Old  English  Silver,  Enamels,  etc.  ""d  Dil/isio" 


XI 


JACOB  VAN  HULSDONCK  (1582-1647) 


Panel:  I9|  ■  25^  inches  (45-5  X  64-2  cm) 


THE  HALLSBOROUGH  GALLERY 


Telephone:  Grosvenor  1923 


20  Piccadilly  Arcade,  London,  S.W.I 


Member  of  The  British  Antique  Dealers  Association 


Cables:  Pictorio.  London 


C.WOOLLETT 

&  SON 

(Members  of  The  B.A.D.A.  Ltd.) 


Rare  fair  of  18th  Century  Copenhagen 
porcelain  Wax-wing  Tureens  and  Covers 
painted  with  feather  markings  in  grey 
wit*)  yellow  tipt,  black  wings  and  tails, 
shading  to  the  crests.  6%  inches  long. 


59/61  WIGMORE  STREET 
LONDON,  W.I 

Established  1889   Phone:  Welbeck  8664 
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WILLIAM    CLAYTON  LTD. 


FINE  CHINESE 
JADE  CARVINGS 
PORCELAIN  AND 
ORIENTAL  WORKS  OF  ART 


An  exceptionally  fine  and  important 
biscuit  glaze  figure  of  Kuan  Yin  en- 
throned, seated  cross  legged  with 
features  in  samadhi,  a  child  on  her 
lap,  her  robes  and  veil  enamelled  with 
flowers  in  green,  yellow  and  auber- 
gine. Height  9f  inches.  The  throne 
edged  in  lotus  petals  at  the  front 
above  a  pagoda-like  building  with  a 
pillared  verandah  round  the  upper 
storey.  Overall  height  16^  inches. 
Early  K'ang  Hsi  period, 
A.D.  1662-1722. 


Specimen  from  our  choice  collection 
of  biscuit-glaze  figures  of  the  K'ang 
Hsi  period. 


38  BURY  STREET,  ST.  JAMES'S,  LONDON,  S.W.I 

TELEGRAMS:  WILCLAYTON,  LONDON  WHITEHALL  1173 


O'HANA  GALLERY 

13  CARLOS  PLACE,  GROSVENOR  SQUARE,  W.l 

Grosvenor  1  562 


MODIGLIANI  Portrait  of  Francesco  Paoli,  1917-18 


PAINTINGS  AND  SCULPTURE  OF  THE 
19th  &  20th  CENTURIES 


THOMAS  LUMLEY  ltd. 


SET  OF  FOUR  CHARLES  II  SILVER-GILT  CANDLE 
UNMARKED,  CIRCA  1670 


THE  LEFEVRE  GALLERY 


T.  GERICAliLT 

Bronze 


Cheval  ecorche 
Height  9  inches 


XIX  and  XX  CENTURY 
FRENCH  PAINTINGS 


30  BRUTON  STREET 
LONDON,  W.l 


Telephone: 
Mayfair  2250 


Cables: 
Drawings  London 


SPECIALISTS  IN 
ENGLISH  AND 
CONTINENTAL  CERAMICS 
OF  THE  18th  CENTURY 


DUELLER 

by 

J.  J.  KAENDLER 
MEISSEN,  c.  1750 
7|  inches  high 


/  Members  of  The  British  Antique  Dealers  Assn. 

156  BROMPTON  ROAD,  LONDON,  S.W.3 

Cables:  PORCELIQUE  LONDON     Telephones:  KENsington  5272  &  3793 


DUITS 


i  1 1) 


Fines l  examples 
of 

iyth  century  Dutch  Masters 


6  DUKE  STREET 

ST.    JAMES'S,    LONDON,  S.W.i 

Telephone  :   Whitehall  7440 
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23  GRAFTON  STREET  LONDON  WJ. 


A  FINE   CHINESE  MIRROR   PICTURE  WITH   CONTEMPORARY  FRAME 

Ch'ien   Lung  Period,  height  4  ft.  5  \  in,  width  3  ft. 


TELEPHONE    HYDE    PARK    0  4  4  ■}  ESTABLISHED    Ifltti  TELEGRAMS  BLAIRTIQUE,  PICCY.  LONDON 

Members  of  The  British  Antique  Dealers'  Association  J.ui. 
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HARRODS 

ANTIQUE  ClALLERIES,  THIRD  FLOOR 
Member  of  The  British  Antique  Dealers  Association 
HARRODS  LTD  KNIGHTSBRIDGE  LONDON  SWI  Tel  SLOane  1234  Cables  EVERYTHING  HARRODS  LONDON 


III!  CONNOISSEUR,  December,  i960 


XVIII 


DENYS  WREY  Ltd. 

Members  of  The  British  Antique  Dealers  Association 

45  SLOANE  STREET,  LONDON  S.W.I 

Telephone:  BELgravia  1813/4 

Period  Furniture     Works  of  Art 
Expert  Restoration  of  Antiques 

CREDIT  FACILITIES  are  available  if  required 
WE  ARE  ALWAYS  ANXIOUS  TO  BUY  FINE  ENGLISH  ANTIQUE  FURNITURE 


An  exceptionally  fine  example  of  an  English  18th 
century  Card  Table  in  the  Louis  XV  style.  Both 
design  and  execution  are  of  the  highest  quality, 
comparable  to  the  work  of  the  firm  of  Thomas 
Chippendale  &  Haig  (1779-1796). 


J.  HAIM 

&  Company 

Tel:  MAYfair  6300 

31  Brook  Street 
London,  Wi 


PERIOD 
BESSARABI AN  RUG 


Also  large  stock 
Fine  Aubusson  Carpets  and  Rugs 
of  various  sizes 

Specialists  in  Fine  Quality 
PLAIN  WILTON  CARPETS 
pastel  shades 


IHL  CONNOISSEUR,  December,  1960 


XX 


THE  REID  GALLERY 

• .  * 


On  the  Beach  Watercolour  6x  loj  inch 


EXHIBITION 

FRENCH  MASTERS  OF  THE  19th  &  20th  CENTURIES 
DRAWINGS,  WATERCOLOURS  &  PASTELS  FROM 

GERICAULT  TO  SEGONZAC 

23  CORK  STREET,  LONDON  W.I 

Telephone:  Regent  6961 


FROST  &  REED  1] 


TD 


UNDER  TEN  REIGNS 


An  Extremely  Important  Painting 
by 

ARTHUR  DEVIS 

171 1-1787 

Richard  Molyneux  Esq.  and  his  family  in  the  "grounds  ot 
Hawkley  Hall,  Pemberton,  County  Lancaster 

(Described  and  illustrated  in  Conversation  Pieces  by  Sacheverell  Sitwell) 

C  am  as  5  c   •  49  inches 


41  New  Bond  Street 
London,  W.  i 

May  fair  241-7 


10  Clare  Street 
Bristol 

Bristol  26238 


George  II  Water  Jug  by  Henry  Brind. 
London  1749.  Height  9£  inches. 

An  Example  from  our  Collection  of  Early  English  Silver 


Valuations  for  Probate, 
Insurance  and  Division. 
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BIGGS 

of  MAIDENHEAD 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 
ESTABLISHED  1866 


Very  fine  Sheraton  period  cylinder  bureau  cabinet 
in  figured  and  faded  satinwood  with  crossbandings 

of  tulipwood.  Circa  1790. 
Height  7  ft.  4  in.  Width  3  ft.  3^  in.  Depth  1  ft.  9  in. 


26,  28,  30,  32  HIGH  STREET 
MAIDENHEAD,  BERKSHIRE 

Telephone  (3  lines)  223,  963-964 
Open  all  day  on  Saturdays 


CONNOISSEUR  REGISTER 

Pre  1860  DENTISTRY.  Wanted— Prints,  Books,  Ornaments,  Tokens, 
Advertisements,  Trade-Signs,  Documents,  Instruments,  etc.,  by  private 
collector.  Dr.  Menzies  Campbell,  70  Great  George  Street,  Glasgow,  W.2. 
all  replies  treated  in  confidence. 

WANTED:  Suits  armour,  guns,  swords,  cannon,  weapons  of  any  type, 
oak-panelling.  J.  MULRANEY,  293  Sunrise  Highway,  Lynbrook,  New 
York.  

18th  Century  CHINESE  JADE  CARVINGS.  Imperial  quality,  elegant 
Vases,  delicate  Bowls,  etc.,  beautifully  carved  in  fine  translucent  white 
jade.  Transparencies  on  request.  Howard  L.  Lewis  Co.,  7  College  Road, 
Kowloon,  Hongkong. 

DUNNINGS  ANTIQUES,  M.B.A.D.A.,  Specialists  in  purchasing  and 
selling  Ships'  Figureheads;  Hour  glasses;  Sundials;  Globes;  Pistols; 
Lanterns;  dated  Metalwork;  unusual  Carvings.  Holywell  Hill,  St.  Albans 
51065.  

JOHN  F.  HERRING — Excellent  example  of  sorrel  Horse  in  classical 
landscape— signed  JFH  '43,  25  X  30  inches— G.  M.  Illes,  5357  Waneta, 
Dallas,  Texas,  U.S.A.  

BEARNES'  SALEROOMS,  Warren  Road,  Torquay  (telephone  22309) 
attract  principal  Buyers  from  London,  etc.  We  are  pleased  to  advise 
West  country  owners  re  sale  of  Antiques,  Pictures,  Silver,  etc.  (Estate 
Agency  Depts:  Torquay  22126,  Paignton  58296.) 

WANTED:  Antique  Watches.  All  types.  Need  not  be  in  running  condi- 
tion.  Write  Box  No.  7169.  

Louis  XV  oak  panelled  room  15  X  18  X  10.  Louis  XVI  oak  panelled 
room  20  X  25  X  10.  These  two  fine  period  rooms  including  modern 
portions  and  restorations,  are  in  first  class  condition  and  include  their 
respective  fireplaces — J.  P.  Saletes,  1440  Towers,  Montreal,  Canada. 


WANTED— Webb  Cameo  Glass. 

Illinois,  U.S.A. 


Write  Lawrence  Kalom,  Zion, 


Colour  photographs  sell  your  fine  goods — we  make  the  finest 
colour  photographs.  Wallace  Heaton  Ltd.,  127  New  Bond  Street, 
London,  W.  1. 

WANTED :  Russian  Enamel  Pieces.  Write  A.  E.  Turcone,  298  Broadway. 
Providence,  R.I.,  U.S.A. 

Garrard  &  Co.,  Ltd.,  Crown  Jewellers,  offer  the  highest  prices  for 
jewellery,  silver  and  gold  articles  you  no  longer  require.  Offers,  without 
obligation,  will  be  sent  by  return  for  consignments  received  at  112 
Regent  Street,  London,  W.  1.  For  larger  quantities  of  silver,  our  buyers 
will  visit  you  upon  request. 

Haddonfield,  New  Jersey:  SANSKI  GALLERY,  50  Tanner  Village. 
Fine  early  American  and  European  paintings,  drawings  and  sculpture 
bought,  sold,  restored. 

FOR  SALE:  One  'iron  corsair  chest'  XVII  century  lock  with  ten 
staples — mechanism  of  the  whole  interior  part  of  the  lid.  Measurements: 
length  1  -04  metres,  width  0-52  metres,  height  0-51  metres.  Collected 
on  place.  MYON,  St.  Martin  BERNESQ,  (Calvados)  France.  

PRINTING  and  Designing  by  Master  Craftsmen  at  no  extra  cost  for 
those  who  appreciate  good  work.  For  anything  from  business  cards  to 
catalogues  consult  THE  BLADO  PRESS,  171  Strand,  London,  W.C.2. 
Temple  Bar  2545.  

Register  advertisements  are  $2-  00  for  15  words  {minimum),  and  thereafter  10  cents 
per  word,  which  must  be  prepaid  and  mailed  to  THE  CONNOISSEUR,  21 
East  57th  STREET,  NEW  YORK  22,  NT.  Addresses  or  Box  Numbers 
must  be  inserted,  and  replies  to  the  latter  should  be  clearly  marked  with  the 
Box  Number.  The  Proprietors  of  The  Connoisseur  accept  no  responsibility  for  any 
sales  effe<  ted. 


Regardless  of  size  or  complexity 
you  can  rely  on  P  &  S  to  pack  and 
forward  to  all  parts  of  the  world, 
promptly,  safely  and  economically. 

Pitt  &  Scott 

Limited 

1/3  St.  Paul's  Churchyard,  London 
E.C.4 

Telephone:  City  6474 

Household  removals  to  all  parts  of 
the  world.  Storage  facilities  at 
London,    Liverpool,    Glasgow  and 
Paris. 
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R.  L.  HARRINGTON  LTD. 


Directors: 

Reginald  L.  Harrington 
Mary  T.  Holder 
Mary  Clarke 


(formerly  CHRISTY'S  OF  KENT  LTD.) 

120  and  125  MOUNT  STREET 
LONDON  W.l 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 


Telephones: 

GROsvenor  1785  &  5270 
Cables: 

CHRISANT,  LONDON 


s  m 


CARRIAGE  LAMPS 

Two  important  Pairs  of  silver-plated 
Carriage  Lamps  with  superb  detail. 
Overall  length: 
pair  on  left  37  inches, 
pair  on  right  42  inches. 


PAIR  OF  GLOBES 

Fine  pair  of  antique  Library  Globes 
on  mahogany  tripod  stands,  c.  1800. 
Overall  measurements: 
46  inches  high,  diameter  26  inches. 


FINE    ANTIQUE  FURNITURE 


PRIDES  of  LONDON  LT.D 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 

Tel:  BELgravia  3080 


A  late  Georgian  breakfast  Table  of  mahogany, 
the  EXTENDING  TOP  on  a  quadruped  support. 
5  ft.  10  in.  max.  X  3  ft.  7  in. 


179/180  SLOANE  STREET,  S.W.I 


Mann  &  Fleming 
(Antiques)  Ltd* 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 


ANTIQUES 
DECORATIONS 


Pair  of  1 8th  Century 
Italian  carved  wood 
gilded  figures 


120B  MOUNT  STREET 
LONDON,  W.l 


GROsvenor  2770 
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HE  magnificent 


sweep  of  Greek  Art 
revealed  in  a  finely 
illustrated  survey 
covering  2,000  years 


70s 


Masterpieces  of 


ART 


The  particular  importance  of  this  book  lies  in  its  beautiful  6  by  9  inch  colour  illustrations, 
or  which  there  are  approximately  100,  covering  all  periods  of  Greek  Art.  Each  is  faced  by 
an  accompanying  description  of  at  least  300  words.  Everything  from  the  minor  arts  ot 
coins,  jewellery,  and  glass  to  the  masterworks  ot  vase-making,  wall  painting,  mosaics, 
and  of  course  sculpture  and  architecture  is  represented.  There  is  an  introductory  text  of 
approximately  10,000  words  and  an  extensive  bibliography. 

Another  Fabulous  art  book  is  now  available  THE  KREMLIN  ART  TREASURES. 
The  first  colour  coverage  ever  of  these  breathtaking  treasures,  with  over  80  full  colour 
plates  and  10,000  words,  traces  the  history  of  Russia  from  the  1  1  th  centurv  to  modern 
times.  The  most  widely  talked  about  art  book  ot  i960.  jTj.  10.0. 


161  FLEET  ST.,  LONDON,  E.C.4 


BERNARD 


J.  F.  HERRING,  Senr.  1795-1865 


21   RYDER  STREET,  ST.  JAMES'S,  LONDON,  S.W.I 

Telephone:  WHITEHALL  6894 


BERNARD 


Panels  <4  X  8[  inches.  Signed 


21   RYDER  STREET,  ST.  JAMES'S,  LONDON,  S.W.I 

Telephone:  WHITEHALL  6894 


7 

ijij: 

111 

1:1 1 

< 

m 

A  rare  Georgian  mahogany 
double-sided  book  cabinet 
with  secretaire 

30  inches  wide,  71  inches  high 


The  General  Trading  Company 


Members  of  The  British 
Antique  Dealers'  Association 


the  general  trading  CO  (maypaik)  i  td   1-5  Grantham  Place   Park  Lane  (Piccadilly  end)  Wi   Grosvenor  5762 
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The  Sheikh's  Bodyguard 
by 

LUDWIG  DEUTSCH,  1902 

Panel:  18.1  inches  (i>'>      47  cm.) 

Framed:  32  ■  2.">  inches  (82      nl  cm.) 

M.  NEWMAN  LTD 

Established  IH70  Members  of  The  Hiitish  Antique  Dealers' Association  Ltd. 


t3a  Duke  Street,  St.  James's,  and  1/3  Ryder  Street,  London,  S.W.1 

Telephone:  WHlUhall  6068,  'J  Telegraphic  Address:  NEWPIC,  PICCT,  LONDON 
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PAUL  LARSEN 

43  DUKE  STREET 
ST.  JAMES'S,  LONDON  S.W.i 

Whitehall  7597 


Old  Masters  of  Quality 


HIEREMIAS  WECHINGER 

Monogrammed 
Flourished  in  Ansbach-Nordlingen  1 571-1594 
Panel,  23  £  X  18$  inches 


H.  S.  WELLBY 


Parcel  gilt  silver  book 
Engraved  with  lS  scenes  from  the  L\U  of  Christ 
Flemish  or  North  German 
c.  1520.  lh  inches  long 

16c  Grafton  Street,  W.i 

Telephone:  Hyde  Park  1597 
Antique  English  and  Continental  Silver  ■  Old  Sheffield  Plate 


G.  N.  DAWNAY 

(Fine  Arts) 

Specialist  in  the 
Finest  and  Rarest  in 
English  and  Welsh  Ceramics 


108  Penylan  Road,  CARDIFF 

Telephone:  Cardiff  36888 


Private  residence 
By  appointment 


THE   WORLD'S   GREATEST  BOOKSHOP 


t-    ♦COW.      BOOK.S  +  * 


'There's  an  atmosphere  about  your  bookshop  which  I 
find  completely  fascinating.  Foyles  is  a  friendly  place 
and  the  staff  are  so  helpful.  Above  all,  it  is  such  a 
bookish  bookshop.' — A  Customer's  Letter. 

119-125  CHARING  CROSS  ROAD,  LONDON  WC2 

GERrard  5660  (20  lines)    *    Open  9-6  (Thursdays  9-7) 
Nearest  Station:  Tottenham  Court  Road 
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BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 

MALLETT 


A  rare  Queen  Anne  walnut  bureau  bookcase  oj  small  proportions, 
an  unusual  feature  being  the  shaped  pediment  and  mirror  door, 
which  is  f  (inked  by  pilasters  with  carved  capitals.  Circa  1710. 

Size.  Height:  6  ft.  6  in.  Depth:  1  ft.  6  in.  Width:  2  ft.  6  in. 

MALLETT  &  SON  (ANTIQUES  LTD),  40  NEW  DOND  STREET,  LONDON  W.i.  TELEPHONE  MAYI  AIR  4527  and  6738/9 


XXXIII 


WILLIAM  WALTER  (Antiques)  LTD. 

(Office  on  right  hand  of  entrance  to  London  Silver  Vaults) 

LONDON  SILVER  VAULTS,  CHANCERY  HOUSE,  CHANCERY  LANE 

Telephone:  Chancery  3248  LONDON  W.C.2  Telegrams:  Walter  Silvavults  London 


ANTIQUE  SILVER 


Antique  Silver  Tea  and 
Coffee  Service  bearing  a 
Newcastle  hallmark 

Date  c.  1799 


QUINNEYS  Ltd. 


WALTER  NEED  HAM 


Telephone: 
Chester  22836 
and  23632 

Cable  Address: 
'Needinc',  Chester 


CHARLES  I  GALLERIES 
and  ST.  MICHAEL'S  RECTORY 

49-61  BRIDGE  STREET  ROW,  CHESTER 


A  Rare  16th  Century 
Oak  and  Elm  Trestle  Table 
128  X  23  X  3i£  inches  high 

A  VERY   RARE  TABLE 
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VIEW  OF  THE  THAMES  AT  CHELSEA- 1784 

(Chelsea  Bridge  and  the  Old  Church  in  the  distance) 

THOMAS  WHITCOMBE,  1760-1824 

Signed  and  dated  17N4 
Oils  on  canvas,  size  30  >  60  inches 

FROM  THE  COLLECTION  OF  HERBERT   ROTHHARTH,  ESQ. 


THE  FINE  ART  SOCIETY  LTD 

Paifitinos  and  Water-colours  Old  and  New 

Collections  purchased 

148    NEW  BOND  STREET,  LONDON,  W.  1 

Estahliilicd  1876  Members  of  The  British  Antique  Dealers' Association  Ltd.  Telephone:  Mayfair 

XXXV 


A  small  white  marble  Mantelpiece  by  Thomas  Hope, 
1769-1831.  One  of  a  pair  removed  from  No.  83  Portland 
Place,  W.  Offered  as  a  pair  or  separately. 

Pratt  and  Burgess  now  have  a  remarkable  collection  of 
mantelpieces  of  the  eighteenth  century  periods,  in  carved 
marble  and  wood,  suitable  for  the  smaller  country  house. 


Can  Parker's  help  solve  your  Christmas  problems? 

A  genuine  old  coloured  print  with  a  direct  personal  interest  is  always  most  acceptable 

We  suggest  for  consideration  the  following: 


Public  Schools 
and 
Universities 

Regimental 
Uniforms 

Naval  and 
Marine 
Pictures 


Views  of 
Towns  and  Cilies 


Old  Country 
Maps 

Sporting  Prints 

Ship  Models 

W  capons 
and 
Curios 


ESTABLISHED  1750 


EAST  VIEW  OF  HARROW  SCHOOL  A  coloured  aquatint  published  1808 

The  Parker  Gallery 

2  Albemarle  Street,  PICCADILLY,  W.l      Telephone:  GROsvenor  5906-7 

(opposite  St.  James's  Street) 
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BERENDT  ANTIQUES  LIMITED 

Member  of  The  British  Antique  Dealers  Association 

67  DUKE  STREET,  GROSVENOR  SQUARE 

LONDON,  W.i 

Telephone:  Mayfair  0929  Telegrams:  Firoart,  Phone,  London 


An  1 8th  Century  ormolu  and  crystal 
RUSSIAN  CHANDELIER  with  blue 
glass  centre  vase. 

Dimensions : 
59  inches  high,  37  inches  wide. 
24  lights. 

This  Chandelier  was  adapted  by  Cameron, 
famous  late  18th  Century  Russian  designer, 
from  the  contemporary  French  Louis  XVI  style. 


WINTER  SCENE 

Charles- Henri- Joseph 
LEICKERT 

Signed  and  Dated  1878 

Canvas  31      45  inches 


An  exceptionally  fine 
example  of  the  artist's  work 


OMELL  GALLERIES 

22     BURY     STREET,     ST.    JAMES'S,     LONDON,  S.W.I 


Trafalgar 
4274 


Mahogany 
circular 
leather  top 
Library  Table 


Valuations  for  Insurance  and  Probate 

MAPLE  &  CO.  LTD. 

TOTTENHAM  COURT  ROAD,  LONDON  W.l.    TEL:  EUS.  7000 
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LTD. 


138  REGENT  STREET,  LONDON,  W.i 

AND  AT  LLANDUDNO 


A  SELECTION  OF  BELL  PUSHES  BY  CARL  FABERGE 


1  op,  lejt  to  right:  1.  Nephrite  and  gold  with  cabochon  garnet  push.  2  &  3.  Nephrite  with  mounts  in  golds  of  colour  and 
moonstone  push. 

Front:  4.  Pale  apricot  aventurine  quart/  with  argent  oxide  carved  mounts  and  a  moonstone  push.  .").  Pale  green 
bowenite  and  oyster  translucent  enamel  on  a  radiating  giulloche  ground  with  carved  festoon  mounts 
and  moonstone  push. 

All  fully  signed,  numbers  1 ,  4  and  j  bearing  the  initials  of  the  chief  vvorkmaslcr,  Michael  Perchin. 


XXXIX 


IV.  BLOOM  &  SON  LTD 


15  NORTON  FOLGATE  BISHOPSGATE 
LONDON  E.l         PHONE:  BIS.  1587 

Established  in  the  City  for  nearly  fifty  years 


GEORGE  I  OCTOFOIL  SALVER 

1726  HUMPHREY  PAYNE 

Size  ll\  inches  diameter,  weight  27  ounces 


PHILLIPS  &  RIXSON  LTD. 

Members  of  The  British  Antique  Dealers  Association 

31  OLD  BROMPTON  ROAD,  LONDON  S.W.7 

Telephone:  Kensington  5858 


An  extremely  rare  early  1 8th  Century  walnut  night  cupboard. 
Width  26]  inches,  depth  i8|  inches,  height  27J  inches.  Circa  1715. 


AUCTION  SALES  IN  PARIS 

Me.  Etieime  ADER,  Auctioneer,  12  rue  Favart,  RIC.  68-23 

PALAIS  GALLIERA 

10  Avenue  Pierre  ler  de  Serbie 
Wednesday,  7th  of  December,  1960 

(1)  PENARD  Y  FERNANDEZ  COLLECTIONS 

OBJETS  D'ART  and  FINE  FURNITURE 
chiefly  of  the  17th  and  18th  Centuries 
ANCIENT  DRAWINGS 
F.  Boucher,  Moreau  Vaine,  Moreau  le  jeune,  Mallet 
Pillement,  Schall,  G.  de  Saint  Aubin,  Tiepolo,  etc. 

ANCIENT  GOLDSMITH'S  ART 

FURNITURE  CHAIRS 
CARPETS    -  TAPESTRIES 

On  view  Tuesday,  6th  of  December 
Experts!  mm.  catroux,  damidot,  lacoste,  prost,  fromanger 

Wednesday,  14th  of  December,  1960 

(2)  WORKS  OF  ART  BELONGING  TO 
VARIOUS  AMATEURS 

MODERN  PAINTINGS 
Salvador  Dali,  Derain,  Leger,  Utrillo,  Zadkine,  etc. 
ANCIENT  DRAWINGS 
Aubry,  H.  Robert.  Leprince,  Labille  Guiard,  etc. 
OBJETS  D  ART  and  FINE  FURNITURE 
of  the  18th  Century 
TAPESTRIES 

On  view  Monday,  12th  of  December 
Experts!  mm.  duhand  ruel,  pacitti,  catroux,  damidot,  dii  i.ee,  lacoste 
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SPECIALISTS 
IN 

FINE  BOOKCASES 


R.  F.  LOCK 

Member  of  The  British  Antique  Dealers' Association  Ltd. 

152  BROMPTON  ROAD 
LONDON,  S.W.3 

Telephone:  Kensington  3221 


One  of  a  Pair  of  fine  quality 
Adam  carved  wood  and  gilt 
Mirrors.  Original  condition 
throughout. 

6  ft.  high      3  ft.  3  in.  wide. 


Reflected  in  the  mirror  is  a 
Chippendale  Bureau  Bookcase 
being  one  of  several  we  hold. 


TWENTY 
BREAKFRONT  BOOKCASES 
ALSO  IN  STOCK 


K 


SYDNEY  L  MOSS 

Fine  Old  Chinese  Ceramics 
and  Works  of  Art 


An  important  Chinese  "mountain'  boulder 
carving,  carved  in  high  relief  with  figures  of 
sages,  pavilions  and  pine  trees,  of  pale  apple 
green  tone,  the  reverse  with  russet  splashing. 

Early  Ch'ien  Lung  period.  A.D.  1736-95. 

Height  including  wood  stand  12|  inches. 


Established  1910  MAYfair  4670 

81  DAVIES  STREET 
LONDON,  W.I 


TELEPHONES : 
MAYFAIR  2608/9/0 
MAYFAIR  2066 


GREGORY  &  CO. 

(BRUTON  STREET)  LTD.  ESTABLISHED  1823 

27  BRUTON  ST.,  BERKELEY  SQUARE,  LONDON  W.l 


TELEGRAMS: 
GREGCO,  WESDO 
LONDON 


ANTIQUES 
FURNITURE 
UPHOLSTERY 

CURTAINS 
CARPETS 


BUILDING 
ELECTRICAL  WORKS 
DECORATIONS 
HEATING 
VALUATIONS 


A  small  William  and  Mary  walnut  chest  on 
stand.  The  drawer  fronts  and  sides  are  cross 
banded.  Very  good  colour  and  patination. 
c.  1700.  Width  3  ft.  Height  5  ft.  6  in. 


A  rare  pair  of  Queen  Anne  walnut  side  chairs, 
with  sea-weed  marquetry  inlay.  Beautiful  colour 
and  patination.  c.  1705. 


THE  CONNOISSEUR,  December,  i960  XLII 


FRANCIS  HAYMAN  1708-1776 


An  interesting  set  of  six  paintings 
executed  by  Hayman  as  illustra- 
tions to  Smollett's  1755  Edition 
of  Don  Quixote. 

Top  centre: 

Self-Portrait  of  Hayman. 

Bottom  centre: 

Drawing  of  Gentleman, 
showing  Hayman's  distinctive 
studio  chair. 

This  series  of  paintings  were  on 
exhibition  at  Nottingham 
University  Art  Gallery  during 
October. 


RONALD  A.  LEE 

The  Old  Court  House,  The  Green,  Hampton  Court 

Telephone:  Molesey  1310  Cablegrams :  Wrenhouse,  Hampton  Court 


V 


"1 


GANDER  &  WHITE  LTD 

25  CHEVAL  PLACE,  BROMPTON  ROAD 
LONDON,  S.W.7 

Telephone:  KNIghtsbridge  0646  8 


Antiques,  Furniture 

and  Works  of  Art 

PACKED  & 

SHIPPED 

to  all  parts  of  the  World 

OVERSEAS  HOUSEHOLD  REMOVALS 

PACKING  WAREHOUSE  ADDRESS 

EMPRESS  PLACE 
LILLIE  ROAD,  LONDON,  S.W.6 

Telephone:  FULham  0309 


The 

House  of  Perez 


ANTIQUE  GHIORDES  PRAYER  RUG 
from  Asia  Minor.  Size  6  ft.  by  4  tt.  c,  in. 
Ref.  No.  50046 


Internationally 
Famous  jor  Fine  Carpets 


Perez  (London)  Ltd 


Member  of  the  B.^.D.A. 


i  .2  and  .68  BROMPTON  ROAD 
LONDON,  S.W.3 

Telephones:  KENsington  9878,  9774  &  1917  (  '  '  2  only) 
Also  GLASGOW,  BRISTOL  &  AMSTERDAM 


THE  CONNOISSEUR,  December,  i960 


XLIV 


BY  APPOINTMENT  TO  HER  MAJESTY  THE  QUEEN  GOLDSMITHS  It  CROWN  JEWELLERS, 

GARRARD  &  CO.  LTD.,  LONDON 


Old  English  Silver 


Tea  Tray  Tea  Service  Coffee  Pot 

Length:  22^  inches  (excluding  handles)  Date:  George  III  180c  Date:  George  III  1  80S 

Date:  George  III  1797    Makers:  Crouch  &  Hannam  Maker:  John  McKay,  Edinburgh  Makers:  Urquhart  &  Hart 


■Wembled  with  rare  judgment  and  expert  discrimination,  the  collection 
of  antique  silver,  jewellery  and  clocks  maintained  bv  Garrard  &  Co.  is  of 
unusual  richness  and  variety.  The  interested  visitor,  who  will  find  here 
much  to  attract  him,  is  always  welcome. 

GARRARD  &  CO.  LTD. 

(  row  n  Jewellers 

112   REGENT   STREET  •   LONDON      W.I       Telephone:   Regent   3021    ,11  lin 


The  Connoisseur 

Year  Book 

for  1961 


Contents  include 


r.  charles  lines:  Lennoxlove  in  the 
Lammermuir  Hills 

ALEC  CLIFTON-TAYLOR: 

Smaller  Georgian  house-fronts 

E .  t  .  joy  :  Furniture-makers  to  the  English  Court 
in  the  Eighteenth  Century 

STEFANIA    AND  EUGENE   HOLT   (  U  .  S  .  A  .  )  : 

Decorative  Fabrics  of  Persian  Art 

MALCOLM   VAUGHAN  (U.S.A.): 

Master  Drawings :  a  Royal  occasion 

helen  comstock  (u.s.A.):  TheQueenAnne 
House  in  America.  Trent  House,  New  Jersey 

THOMAS   S.    BUECHNER  (U.S.A.): 

The  Glass  of  Frederick  Carder 

ROBERT  SHERLOCK: 

Chandeliers,  Fine  and  Handsome 

D E  N  Y  S  SUTTON  : 

The  Paradoxes  of  W.  R.  Sickert 

E.  a.  entwisle:  The  Hirsch  Collection  of 
Decorated  Papers 

faith  russell-smith:  English  Sporting  Buttons 
of  the  Eighteenth  and  Nineteenth  Centuries 


prudence  summerhayes:  The  Diary  of 
James  Ward,  R.A.,  for  the  years  1 8 1 7  to  1 8 2  1 

G.   BERNARD  HUGHES: 

Samuel  Whitbread  and  the  Theatre  Royal 

ADRIAN   BURY  : 

Sir  William  Russell  Flint,  r.a.,  p.p.r.w.s. 

f.  a.  turk:  An  Unknown  Collection  of 
Japanese  Art  in  Cornwall 

MARY   PHILLIPS  : 

Queen  Charlotte's  Bed 

ESTHER  OLDHAM  : 

Hand-  or  Fire-Screens 

A.    K.  LONGFIELD: 

Patterns  and  Premiums 

MADGE   GARLAND : 

The  Azulejos  of  Lumiar 

ADRIAN  OSWALD: 

Famous  Brooches  at  Birmingham 

DEREK  HUDSON  : 

Some  drawings  by  James  Pryde 

IAN   F.  FINLAY: 

Topographical  Paintings  of  Amsterdam 
Art  Books,  19C9-60 


out  November  i960 

C  /or/7  bound  30S,  per  COpy  Profusely  illustrated 

By  post  32s.  or  U.S.A.  $c.oo 

Flu  Connoisseur  Year  Book  is  not  included  in  any  subscription,  but  you  are  invited  to  order  it  through  your  bookseller  ; 
or  to  send  32s.  (or  five  dollars),  direct  to  London,  for  a  copy,  which  will  be  mailed  to  you  from  London  immediately 
on  publication.  We  much  regret  that  late  orders  may  be  disappointed.  If  ordering  bv  mail, please  send  jour  early  remittance  to: 

The  Belgrave  Library,  22  Armoury  Way,  London,  S.W.18 
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MONTAGUE  MARCUSSEN 

LTD 


98  CRAWFORD  STREET,  LONDON,  W.l 

Paddington  3051 


Who  are  todays  patrons? 


TODAY,  many  of  the  chief  patrons  of  the  Arts  are  leading 
men  in  industry  and  commerce.  They  are  important 
collectors  of  fine  things  either  for  themselves  or  for  their  offices 
and  they  are  in  the  happy  position  of  being  able  to  buy  what 
they  admire.  They  appreciate  too  that  a  fine  work  of  art  is  an 
investment  that  will  keep  its  value. 

Make  certain,  therefore,  that  your  announcements  appear 
regularly  in  the  pages  of  the  financial  times.  You  can  be 
certain  that  a  large  and  influential  audience  will  see  them. 

the  financial  times  caters  for  all  who  are  interested  in  the  world  oj 
art.  Denys  Sutton,  the  well-known  authority,  is  a  regular  contributor  to 
its  pages. 


Connoisseurs  who  mean  business  for  you  —  read 

THE  FINANCIAL  TIMES 

every  day 

SIDNEY    HENSCHEL,    ADVERTISE  MEN!    DIRECTOR,    BRACKEN  HOUSE,    10   CANNON   STREET,  LONDON,  EC4 
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T.  CROWTHER  &  SON 


An  important  Adam  period  Chimneypiece 
finely  carved  in  statuary  marble 


LENGTH  OF  SHELF  6'  3f 

TOTAL  HEIGHT  4'  I  If 

OPENING  WIDTH  4'  Of ' 

 3'  91" 


OPENING  HEIGHT 


AUCTIONEERS 


ANTIQUES 
and 

FINE  FABRICS 


VALUATORS 


THOMAS  LOVE  &  SONS 


PERTH 


SCOTLAND 


Member  of  The  British  Antique  Dealers  Association 

GRAMS:  LOVES  PERTH  PHONE:  2226  (4  LINES) 


Detail  \liewing  carving 


A  Set  of  six  and  two 
18th  century  Chippendale 
mahogany  Chairs  in  the 
French  taste.  Fine  original 
condition. 

Date:  circa  1760. 


MATHIEU 

GUIETTE    DEGOTTEX  COMPARD 


A.  POMODORO 


G.  POMODORO 


In  the  front  line  of  contemporary  art 
ARTISTS  OF  FAME  AND  PROMISE 

PAINTINGS  AND  SCULPTURES 


BELGIUM  BRANCH:  T.  72  09  79 
44,  Bd.  de  Waterloo  —  BRUXELLES 


GALERIE  INTERNATIONALE  D  ART  CONTEMPORAIN 

253,  rue  Saint-Honore  —  PARIS  I   —  Telephone  Opera  32-29 


Elegant  Homes  deserve 

LAMPS  &  SHADES 

NITA  MILLER 

Lampshades  made  to  order  quickly  and  efficiently  by  highly  skilled  needlewomen  in  our  own  workroom. 
Designers  Nita  and  Lyn  Miller  offer  expert  advice  on  colour,  size  and  style. 

NITA  MILLER    63A  GROSVENOR  STREET    LONDON  Wl     MAYFAIR  0951 
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HOLMES 

MEMBERS  OF  THE   BRITISH  ANTIQUE   DEALERS'  ASSOCIATION  LTD 


Antique  Silver  Epergne.  London  Hallmark  1797 
18|  inches  high.  Maker:  John  Robins 


Guide  to 
Marks  of  Origin  on 
British  and 
Irish  Sliver  Plate 

from 
Mid  ^"Ctnturj 
to 

iht  Vnr  1954 

Old  Sheffield  Plate 
Makers'  Marks 
174 J-  I860 


COLLECTIONS  OR  SINGLE  PIECES 
PURCHASED 


TRADE  ENQUIRIES 
INVITED 


A  BOOK  ON  HALLMARKS 
Paper  covered  7s.  3d.  post  free 
Leather  covered  I  5s.  6d.  post  tree 


HOLMES  LTD.,  29  OLD  BOND  STREET,  LONDON,  W.l 

(Our  Only  Address)  Telephone:  HYDE  PARK  1396 


GERALD  KERIN  LTD 


GERALD  W.  KERIN 


WILLIAM  REDFORD 


For  many  years  at  15  DAVIES  STREET  -  are  now  at 

No  9  MOUNT  STREET,  W.l 


where  they  will  continue  to  deal  in 


FINE  FRENCH  and  ENGLISH  FURNITURE 


and  WORKS  OF  ART 


MB 


Fra  Vittore  GHISLANDI,  1655-1743.     "    Size  34.I  >  28;  in.  (88  x  72  cm.) 

26  OLD  BOND  STREET,  LONDON,  W.i 


Norbert  Fischman  Gallery  Ltd. 


Tele :  Hyde  Park  5744 


(Stive 


HICKLENTON  &  PHILLIPS 
90  CHEAPSIDE,  LONDON,  E.C.2 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 
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The  Directors  of 
Sevenarts  Limited 

49  South  Molton  Street    London  W.1 


announce  the  opening  of  their  new  exhibition  premises 

Grosvenor  Gallery 

15  Davies  Street      London  W.1 

Tel.:  Mayfair  2782    Hyde  Park  3314      Cable  address:  Sevenartz  London 


under  the  direction  of  Eric  Estorick 


Current  Exhibition: 


Sculpture  of  the  Twentieth  Century 


Moore 

Calder 

Giacometti 

Lehmbruck 

Marini 

Arp 

Wotruba 

Picasso 

Schwitters 

Epstein 

Consagra 

Tajiri 

Cascella 

Penalba 

Kallem 

Gaudier-Brzeska 

Greco 

Hadzi 

Barlach 

Archipenko 

Silvestri 

Uhlmann 

Kemeny 

Vallmitjana 

Gargallo 

Hepworth 

D' Aspro 

Scalini 

Crippa 

Cervelli 

Matisse 

Commencing  November  15 

Marc  Chagall: 


Lithographs  and  hand-coloured 
etchings  by  the  artist,  signed. 
1950  1960 


Lehmbruck 

Nude,  1911 
27  inches  high 


Archipenko 

Sculpture-Painting,  1919 
13J  x  12i  inches 


MARTIN  &  Co.  Ltd.  of  CHELTENHAM 

GOLDSMITHS  AND  SILVERSMITHS  SINCE  1806 
Promenade  CHELTENHAM  Telephone  2821 


George  III 
Tea  Caddy  1796 
by  Henry  Chawner 

George  I  Tankard  1721 
by  George  Wickes 

Charles  II 
Porringer  1674 
bv  W.W. 


Active  Memberships  1 2.00 yearly-available  to  Teachers, 
Scholars,  Institutions,  Dealers  and  Artists. 
Annual  Memberships  1 5.00 yearly-for  Connoisseurs 
and  Collectors. 
Foreign  postage  $1.00  additional. 


THE  COLLEGE  ART  ASSOCIATION  OF  AMERICA 
OFFERS  TO  MEMBERS: 

I.  the  art  bulletin  (in  its  42nd  vol.).  An  illustrated  quarterly 
devoted  to  scholarly  articles  on  all  periods  of  the  history  of  art. 

II.  the  college  art  journal  (in  its  20th  vol.).  An  illustrated 
quarterly  dealing  primarily  with  problems  of  teaching  art; 
contains  articles  on  fundamental  questions  in  education  and  is  a 
forum  for  open  discussion,  news  of  the  art  world,  etc. 

in.  discount  on  art  books.  Practically  all  current  art  books 
obtainable  through  the  Association  at  25%  discount.  (Current 
lists  available.) 

iv.  discount  on  subscriptions.  Members  may  subscribe  at  special 
rates  for  eleven  of  the  leading  American  Art  magazines. 

v.  the  annual  meeting.  A  three  day  program  of  Forums, 
Reports  and  Discussions,  bringing  together  leading  Educators, 
Museum  Directors  and  Curators,  Collectors  and  Scholars. 

vi.  placement  bureau.  A  service  for  placing  members  in  college 
and  museum  vacancies. 

vn.  discount  on  back  issues  of  the  association's  publications. 

COLLEGE  ART  ASSOCIATION  OF  AMERICA 

432  Park  Avenue  South,  New  York  16,  N.Y. 
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LIV 


JOHN  KEIL 

LIMITED 

154  BROMPTON  ROAD 
LONDON,  5.W.3 

Telephone:  KENsington  64r4  Cables:  KEILANTIQ 

also  at  51  Park  Street,  Bristol 

MEMBER  OF  THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION  LTD. 


An  early  Georgian  mahogany  Bureau  Bookcase  of  superb 
quality,  with  finely  carved  and  gilded  enrichments. 
Circa  1  740 . 


Overall  dimensions:  6  ft.  11J  in.  3  ft.  wide  2  ft.  deep 
These  are  unusually  small  proportions  for  a  bookcase  of  this  period. 


LEONARD  KOETSER  GALLERY 

ANNUAL  AUTUMN 

EXHIBITION 

OF  FINE 

DUTCH,  FLEMISH  AND  ITALIAN 
OLD  MASTER  PAINTINGS 

November  7th  -  December  7th,  i960 

Still-life  Flower  Paintings,  Landscapes,  River  Scenes, 
Seascapes,  Interiors,  Portraits 

by 

Salomon  van  Ruysdael,  David  Teniers,  Pieter  Brueghel 
Pieter  Claesz,  Gaspar  Netscher,  Francesco  Guardi 
Jean-Honore  Fragonard,  also  Berthe  Morisot 
Pierre  Angus te  Renoir,  etc.,  etc. 

Illustrated  Catalogue  3s.  6d.  post  free 


13  Duke  Street,  St.  James's,  London,  S.W.i 

Telephone:  WHItehall  9349 


DAVID  TENIERS  the  Younger 
(1610  -  Antwerp  -  Brussels  -  1694) 

LANDSCAPE  WITH  CHATEAU  DIIR  DRIE  TORI  \ 

Panel  13]  X  16.J  inches  (34-9  ■  41-9  cm.) 

Signed  on  right  with  initials  DT. 

Engraved  by  J.  P.  le  Bas.  'La  Vente  de  la  Peche'  1743. 

Provenance:  Eroin  the  Collection  of  the  Rt.  Hon.  The  Lord  Cottesloe,  T.D., 


LOUIS-LEOPOLD  BOILLY 
(1761  —  Lille  -  Paris  -  1 845) 

LES  DEUX  SOEURS 

Canvas  17J  x  14^  inches  (45-1  X  36-8  cm.) 

From  the  Collections  of:  Boitelle;  Comte  de  L'Espine;  Louis  de  Croye  and 
George  F.  Gould,  New  York. 

Exhibited:  Exposition  Retrospective  de  Bruxelles,  1873. 

Literature:  Henry  Harisse  'Louis  Boilly'  p.  130,  No.  508. 


PIERRE-AUGUSTE  RENOIR 
(1841  -  Limoges  -  Paris  -  Cagnes  -  1919) 

PAYS  AGE  DE  CAGNES 

Canvas  8 J  x  12%  inches  (21  -6  x  31  -n  cm.) 

Stamped  with  facsimile  signature  (Lugt  21376) 

Provenance:  From  the  Collection  of  Mr.  Ernest  Duvecn 

Literature:  'L' Atelier  de  Renoir'  Published  by  Bernheim-Jeune,  1931 
Vol.  I.  plate  73.  No.  229 


Exhibition  01  the  l.l.ONARD  KOETSER  GALLERY,  13  Duke  Street,  St.  James's,  SAW, 


FRANCESCO  GUARDI 
(1712  -  Venice  -  1793) 

A  CAPRICCIO 

Panel  jk  ■<  (->  inches  (19  X  15-2  cm.) 


ALL  PAINTINGS  ARE  FOR  SALE 


BERTHE  MORISOT 
(1840  -  Paris  -  1895) 

PAYS  AGE  DU  MIDI 

Canvas  iof  x  142  inches  (26- 5  x  37-5  cm.) 

Stamped  with  facsimile  signature  (Lugt  1826) 

From  the  Collections  of:  Houart ;  the  Hon.  Mrs.  A.  E.  Pleydcll-Bouverie  and  Mr.  Ernest  Duveen 

Exhibited:  Tate  Gallery  1954.  Pleydell-Bouverie  Loan  Exhibition,  No.  27 


At  the  LEONARD  KOliTSliR  EXHIBITION,  13  Duke  Street,  St.  James's,  S.W.t 


MICHAEL  SWEERTS 
(1615/20  -  Amsterdam  -  1656) 

PEASANT  BOY  AND  GIRL 

lanvas  28J   ■  26  inches  (72-4  x  66  cm.) 


For  further  information  and  particulars  about  any  of  these  paintings 
Please  enquire  at  the  LEONARD  KOETSER  CALLER)',  1  ;  Duke  Street,  St.  James's,  S.W.i 


JEAN-HONORE  FRAGONARD 

(1732  -  Grassc  -  Paris  -  1806) 

VECURIE  DE  L'ANE 

Canvas  14  x  17 J  inches  (35-5  x  44-50111.) 

From  the  Collections  of:  Walferdin;  Baron  de  Beumonville;  Madame  Charras;  George 
Mlumenthal;  and  George  F.  Gould,  New  York 

Literature:  Baron  R.  Portalis,  Honore  Fragonard,  sa  Vie  et  son  Oeuvre  (pp.  1 1 5,  275).  Commemora- 
tive Catalogue  of  the  Exhibition  of  French  Art.  Royal  Academy,  London  (p.  47) 

Exhibited:  Paris,  Musce  des  Arts  Decoratifs,  June-July  1921.  Exposition  des  Oeuvres  de  J.-H. 

Fragonard,  under  the  patronage  of  the  French  State  for  the  benefit  of  the  Musee 
Fragonard  at  Grassc.  No.  16,  reproduced 


MAURICE  DE  VLAMINCK 
(1876-  1958) 

R/l  ER  LANDSCAPE  IN  SOUTHERN  FRANCE 
S   >ia  on  paper  23  >  iS£  inches  (58-4  x  46-3  cm.) 
Signed 


For  further  information  and  particulars  about  any  of  these  paintings 
Please  enquire  at  the  LEONARD  KOETSl  R  ( GALLERY,  13  Duke  Street,  St.  James's,  S.ll 


aninq 

OF    MOUNT   STREET   LTD  I 
LONDON 


Antique  furniture 
Chinese  and  European 
Works  of  Art 


mi  Mount  Street 
LONDON  W.i 

Telephone:  Grosvenor  28^8 
Cables:  RARGRO,   I ondon 


Carved  wood  seated  Madonna  with  traces  of  Polychrome  decoration, 
French,  Lorraine  school,  circa  1200;  height  -  feet. 


LONDON 

18  Leather  Lane  E.C.I 
Holborn  4633 


I.  FREEMAN  &  SON  LTD 


From  our  Selection  of  GEORGE  III  SILVER  by 

HESTER  BATEMAN 


9^3 


l°~7 

207.  Shaker,  height  5|  in. 
London  1 784 

963.  Goblet.  London  1788 


1 


7'  + 


052.  Shaker  with  liner 

height  3  in.  ,  London  1784 

714.  Mustard  and  Spoon 

height  2 \  in.,  London  1782 


oSl. 


//J~ 


mil 
v..  * 


7  ¥-7 

115.  Two-handled  Cup,  height  6  in. 
London  1788 

747.  Tea  Pot  Stand,  length  6  in. 
octagon,  London  1890 


NEW  YORK 

12  East  52nd  Street 
Plaza  9-6900 


/ft 

188.  Creamer,  oval 
London  1785 

600.  Beaker 
/r?  London  1784 

063.  Shaker,  height  3\  in. 
London  1787 
184.  Mustard  Pot  with  liner 

height  3  in.,  circular  London  1790 


BLAISE  PRESTON  LTD. 

i 

Old  blaster  Painting* 


TOBIAS  STRANOVER 

1684-1724 
Canvas  2  ft.  4  in.  x  2  ft. 

152  HIGH  STREET  NORTH,  DUNSTABLE,  BEDS. 

{Ml  or  A5  -  London  32  miles)  Tel:  Dunstable  595 


PAINTINGS 

and 
DRAWINGS 

ANCIENT 

and 
MODERN 


EXHIBITION 
OF 

J.  P.  JOUFFROY 


GALERIE  ABDY 

8  Rue  de  DURAS     Phone  ANJou  2599 
facing  the  Palais  de  FElysee 

PARIS  8C 
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FOR    ANTIQUE    FIREPLACES    AND  FURNITURE 


BY  APPOINTMENT 
FIREPLACE  FURNISHERS 
TO  THE  LATE 
KING    GEORGE  V 


C.  J.  PRATT 

of 

Brompton  Road 

ESTABLISHED  I860 

186  BROMPTON  ROAD 
LONDON,  S.W.3 


Well  coloured  Bossi  marble  Chimneypiece 
of  fine  quality.  Circa  1795 


Telephone:  KENsington  0783  Cables:  Prattique,  London 


PATOU 


i  oz.  £5.0.0    h  oz.  £8.8.0     I  oz.  £  1 3.0.0    2  oz.  £22.0.0    4  oz.  £38.0.0 


A.  FREDERICKS 

(CHELSEA)  LTD 

26^-267  Fulham  Road 
London  SW3 

Flaxman  2  i  8  8 


Wish  to  Purchase 
Eighteenth  Century  English  Furniture 
for  the  Home  and  Export  Markets 


HENRY  SPENCER 

 &  SONS  =-^= 

ESTABLISHED  1840 

Eric  C.  Spencer,  M.B.E.,  M.A.  (Cantab),  F.R.I.C.S.,  F.A.I. 
Rupert  W.  Spencer,  M.A.  (Cantab),  F.A.I. 
H.  Michael  Spencer,  F.R.I.C.S.,  F.A.I. 
L.  M.  Seymour.     W.  E.  Peck,  F.A.I       Harry  C.  P.  Speiuer,  A.A.I. 

of  RETFORD,  Nottinghamshire 

Sales  by  Auction 
of  the  Contents  of  Mansions  and  Country  Houses 

Sales  of  Landed  Estates  and  Properties 

20  The  Square,  RETFORD,  Notts. 

Telephone:  5312 

4  Paradise  Street,  SHEFFIELD  1 

Telephone:  2j2o6  (2  lines) 

91  Bridge  Street,  WORKSOP,  Notts 

Telephone  :  5347  8 


VALUATIONS  FOR  ALL  PURPOSES 


CAMEO  CORNER 

LTD 

Antique  Spanish  Enamel  Pendant.  The  Gold 
frame  set  with  Rubies  and  Emeralds  C.  1700. 

2  6   M  I  S  E  U  M   S  T  K  K  E  T                                  Tel:  MUSeum  0401 
1  ONDON      WC    1                                               ••losed  all  day  Saturday 
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1  win 


t.  James's  Galleries 


JOHN  and  RICHARD  GREEN 


75  Jermyn  Street,    London,  S.W. i 


Telephone:  Whitehall  9621 


r 


Si' 


T/ic  SfM/j  of  Newspaper 
by 

SIR  WILLIAM  RUSSELL  FLINT,  R.A. 
Signed 

Watcrcolour  lyi    •   27  inches 


■ 


A 


I. XIX 


The  original  doors  of  the  famous  Watergate  from  which  transport  was  reached  on  the 
Thames.  The  structure  which  housed  the  .   vies  still  stands  in  the  Embankment  Gardens. 

Size:  13  ft.  9  in.  high,  and  >  ft.  4  in.  wide;  4|  in.  thick. 

M.  ADAMS-ACTON,  37  Palace  Gate,  Kensington,  London.  W 

Telephone:  Knightsbridge  9058 


70   SOUTH    AUDLEY    STREET,    LONDON,  W.I 

(Member  of  The  British  Antique  Dealers'  Association  Ltd.)  Telephone:  HYDe  Park  5288 

(and  at  36  HIGH  STREET,  OXFORD)         Telephone:  Oxford  4197 


I  jj       1        I  I 


A  rare  and  important  i6th  century  north-west  Persian  Animal  Carpet,  showing  slight  signs  of  wear.  The 
blue  ground,  rose-red  border  being  of  crisp  colour  with  general  design  of  blue,  gold,  green,  ivory  and  rust. 

Size  27  ft.  x  u  ft.  3  in. 

FINE  TAPESTRIES,  SAVONNERIE  and  AUBUSSON 
CARPETS,  NEEDLEWORK  and  BROCADES  ENGLISH  and  FRENCH  FURNITURE 


P.  H.  GILLIXUHAlfl 

M.B.A.D.A.  Ltd. 
Antiques  and  Works  of  Art 

LARGEST  STOCK  IN  THE  SOUTH  OF  ENGLAND 


Speciality:  Old  English  Cottage  Furnishing 

'LYNDHURST'  LONDON  ROAD 
GUILDFORD 

Telephone:  61952 


8  (  HERTSEY  STREET 
GUILDFORD 

Telephone:  5750 


•  /t.         /  /rvr// 

£$otw  ^/frteeA  //  / 


Hyde  Park  47  1  1 


HIGHEST     PRICES      PAID  FOR 

COINS    AND  MEDALS 

especially  for  collections.  1960  Catalogue  of  English 
Coins,  9  3.  Specimen  Bulletin  6d. 

B.  A.  SEABY  LTD.,  65  Great  Portland  Street,  London,  W.I 


C.  &  D.  O'DONOGHUE 

Member  of  The  British  Antique  Dealers'  Association  /./</. 

FINE   STOCK   OF   ENGLISH  CHINA 

13   Victoria    Parade,   TORQUAY.  Devon 

Telephone:  3567 


I  XXI 


SPECIALIST  IN  EUROPEAN  PERIOD  CARPETS 

AUBUSSON 
SAVONNERIE 
NEEDLEPOINT 


Needle-point  carpet,  Louis  XIV  period,  black  ground, 
with  polychrome  flowers  in  red,  blue,  yellow. 

7  ft.  X  10  ft. 


CATAN 

129  AVENUE  DES  CHAMPS-ELYSEES 

PARIS 

PHONE  BAL  41-71 


STATEMENT  REQUIRED  BY  THE  ACT  OF  AUGUST  24, 
1912,  AS  AMENDED  BY  THE  ACTS  OF  MARCH  3,  1933, 
JULY  2,  1946  AND  JUNE  11,  1960  (74  STAT.  208)  SHOWING 
THE  OWNERSHIP,  MANAGEMENT,  AND  CIRCULATION 

OF 

THE  CONNOISSEUR 

published  January,  March,  April,  May,  June,  September,  November  and 
December 


at 


New  York,  N.V. 


October  1, 


I'M.n 


1 .  The  names  and  addresses  of  the  publisher,  editor,  managing  editor,  and  business 
managers  are: 

Publisher,  The  National  Magazine  Co.  Ltd.,  28/30  Grosvenor  Gardens,  London 
S.W.I. 

Editor,  L.  G.  G.  Ramsey,  28/30  Grosvenor  Gardens,  London  S.W.I. 
^Managing  Director,  B.  Y.  McPeake,  28/30  Grosvenor  Gardens,  London  S.W.I. 
Director,  Fred  Lewis,  959  Eighth  Avenue,  New  York  19,  N.Y. 

2.  The  owner  is :  The  National  Magazine  Co.  Ltd.,  sole  stockholder,  The  Hearst 
Corporation,  100  W  est  Tenth  Street,  Wilmington,  Delaware.  All  of  the  stock  of  The 
Hearst  Corporation  is  held  by  the  following  Voting  Trustees,  namely:  Richard  E. 
Berlin,  959  Eighth  Avenue,  New  York,  New  York;  Harold  G.  Kern,  5  Winthrop 
Square,  Boston,  Massachusetts;  G.  O.  Markuson,  959  Eighth  Avenue,  New  York, 
New  York;  Charles  Mayer,  Third  and  Market  Streets,  San  Francisco,  California; 
William  Randolph  Hearst,  Jr.,  959  Eighth  Avenue,  New  York,  New  York;  Randolph 
A.  Hearst,  270  North  Canon  Drive,  Beverly  Hills,  California;  David  W.  Hearst, 
270  North  Canon  Drive,  Beverly  Hills,  California;  J.  D.  Gortatowsky,  57th  Street  at 
Eighth  Avenue,  New  York,  New  York  and  Herbert  W.  Beyea,  410  Park  Avenue, 
New  York,  New  York  under  Voting  Trust  Agreement  dated  as  of  February  28,  1958; 
the  beneficial  owners  of  the  stock  deposited  under  the  aforesaid  Voting  Trust  are  The 
Hearst  Foundation,  Inc.,  the  William  Randolph  Hearst  Foundation,  William 
Randolph  Hearst,  Jr.,  Randolph  Apperson  Hearst,  David  Whitmire  Hearst,  George 
Hearst,  John  Randolph  Hearst,  Jr.,  Joanne  Hears!  Herndon,  William  Randolph 
Hearst  II  and  Deborah  Hearst. 

3.  The  known  bondholders,  mortgagees,  and  other  security  holders  owning  or 
holding  1  percent  or  more  of  total  amount  of  bonds,  mortgages,  or  other  securities 
are:  None. 

4.  Paragraphs  2  and  3  include,  in  cases  where  the  stockholder  or  security  holder 
appears  upon  the  books  of  the  company  as  trustee  or  in  any  other  fiduciary  relation, 
the  name  of  the  person  or  corporation  for  whom  such  trustee  is  acting;  also  the 
statements  in  the  two  paragraphs  show  the  affiant's  full  knowledge  and  belief  as  to 
the  circumstances  and  conditions  under  which  stockholders  and  security  holders 
who  do  not  appear  upon  the  books  of  the  company  as  trustees,  hold  stock  and 
securities  in  a  capacity  other  than  lhal  of  a  bona  fide  owner. 

5.  The  average  number  of  copies  of  each  issue  of  this  publication  sold  or  distri- 
buted, through  the  mails  or  otherwise,  to  paid  subscribers  during  the  12  months 
preceding  the  date  shown  above  was:  224. 

Fred  Lewis 
(Signature  of  Director) 

Sworn  lei  and  subscribed  before  me  ihis  28(h  day  of  September,  I960 

ANDREW  E.  MACYKO, 
Notary  Public,  State  of  New  York 
No.  41-2461900 
Qualified  in  Queens  C bounty 
(  Vrl.  tiled  1 1 1  \<  u  York  Counlv 
Commission  Expires  March  30,  1961 

[Seal] 


;  Antique  Silver 

HARRY 

:  Sheffield  Plate 

CHERNACK 

Antique  Jewellery 

1 

of  Edinburgh 

85  ROSE  STREET  •  PHONE  CAL  3038 

Member  of  The  British  Antique  Dealers  Association 

* 
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ANTIQUE  SILVER  FROM  IRELAND 


A  very  beautiful  and  unusual  panelled  Bowl  with  trilled  rim,  by  Nathaniel  Locke. 
London  1701-2.  William  III.  Height  3  inches,  diameter  5J  inches,  weight  12.1  ounces. 


LOUIS  WINE  lid 

Fine  Art  Dealers,  Jewellers  and  Silversmiths 

31  &  32  GRAFTON  STREET,  DUBLIN 


Lsublished  1K40 
Tel:  Dublin  73865 


ITALIAN 
ANTIQUE  DEALERS 

EXHIBITION 


organized  by  the  Italian  Federation 
of  Art  Dealers 


Information :  Segreteria  generate  della  Mostra 
nazionale  dell'antiquariato  -  piazza  Bclgioioso  1 
Milano  (Italy) 


MILAN  •  PALAZZO  REALE 

19  NOVEMBER  -  11  DECEMBER  1960 


mm  mam 


Haldenstrasse  19 


Tel.  2  57  72 


Switzerland 


JAN  WYNANTS 

Haarlem  c.  1630  84  Amsterdam 


BIGGEST  STOCK  OF  FURNITURE,  SCULPTURE, 
HANDICRAFT  ART,  PAINTINGS,  DRAWINGS,  ARMS 

Our  next  very  important 

AUCTION  SALES 

will  be  from 

22-28  NOVEMBER 

We  shall  sell  the  famous  COLLECTION 

DR.  LOTHAR  MOHRENWITZ 

ZUERICH 

EMINENT  PAINTINGS  BY  OLD  AND  MODERN 
MASTERS,  FURNITURE,  SCULPTURE,  ART  OBJECTS 
SELECTED  PISTOLS  AND  SWORDS 
FROM   AN   AMERICAN  COLLECTOR 
DRAWINGS,  OLD  AND  MODERN  PRINTS 
ART  BOOKS 

EXHIBITION  from  7th  to  20th  November 

Three  fully  illustrated  catalogues  on  request 
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Mela 

STADTWALDGURTEL  32 
COLOGNE 

(Illustrated  catalogue  free  on  request) 


Forum  Romanum  W.  van  NIEULANDT 

Signed  and  dated  1609 


DUVEEN 

Masterpieces  of 

PAINTING       SCULPTURE  PORCELAIN 
FURNITURE  TAPESTRIES 

GOTHIC       •        RENAISSANCE       •       EIGHTEENTH  CENTURY 

DUVEEN  BROTHERS  Inc. 

18  EAST  79  STREET 
NEW  YORK  21,  N.Y. 


LXXV 


A  prime  example  of  18th  Century 
French  Craftsmanship 


A  rare  and  beautiful  Louis  XV 
period  3-drawer  walnut  Com- 
mode made  in  France  circa 
1760.  Delicate  bombe  shape 
with  carved  and  gilded  outset 
stiles  and  apron.  52"  wide, 
29i/2"  deep,  36 1/2"  high. 


r 

409  ROYAL  STREET    •    NEW  ORLEANS,  LA. 


LAING 


Old  Masters 
Krieghoff  and  the  Early  Canadians 
Contemporary  Canadian 

British  and  French  Paintings 
Modern  Sculpture 


Galleries:  194  Bloor  St.  W.,  Toronto 


IPImgate  &JohnstonlW 

Established  1815 

Head  office: 

91-93  CHARTERHOUSE  STREET,  LONDON,  E.C.i 


also  at  :  LIVERPOOL  MANCHESTER 
SOUTHAMPTON  -  BELFAST  -  PARIS 
NEWCASTLE  -  CLASGOW  -  TORONTO 
NEW  YORK     -     MONTREAL     -  ETC. 

Puckers  -  Shippers  -  Insurers 
Custombrokers        -        Truvel  Agents 
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NEWHOUSE  GALLERIES 

ESTABLISHED  1878 


MARQL  IS  D'ACQl  T.VILLE 
by 

AIMEE  DUVIVIER 

Signed  and  dated  1791 
Size  47 jj  X  35|  inches 


FINE  PAINTINGS 

15  East  57th  Street  New  York,  N.Y. 

PLAZA  5-4980 


Wakefield -Scearce  Galleries 


A  superb  set  of  four 
matching  old  Sheffield  entree 
dishes  with  exquisite  handles 
and  borders.  Slightly  larger 
than  most  dishes  of  this 
type,  being  13£  in.  over-all 
length  and  10£  in.  over-all 
width.  Mint  condition. 
Formerly  the  property  of 
H.R.H.  Duke  of  Windsor. 


Old  Science  Hill  Chapel         Shelbyville,  Kentucky 


DIRECT  IMPORTERS 


on  the  main  road  (U.S.  60)  between  Louisville  and  Lexington 


First  time  offered 
for  sale  in  over 
two  centuries 

made  to  order 
for 

CATHERINE 
DE  MEDICI 

about  1550 
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EBONY  JEWEL  CABINET  AND  TREASURE  VAULT  of  exquisite  design. 
Breathtaking.  Inlaid  with  polished  Lapis  Lazuli,  Bloodstone,  and  Onyx.  Statue 
on  top:  Discus  Thrower  is  of  Hand-Forged  Bronze.  Miniatures  of:  King 
Henry  II  and  Catherine  of  Medici  of  France.  Value:  about  865,000.00,  or  best 
offer,  after  inspection. 

SEE  FOR  YOURSELF  IN  3-D  COLOR 

Send  for  our  true-to-life  3-D  color  film  views  together 
with  our  3-D  folding  viewer.  We  will  also  enclose 
statistics  and  history.  Please  send  4  shillings  (coins), 
or  3  N.F.,  or  50c.  U.S.,  to  cover  handling  and  postage. 

BOX  228,  Jackson  Hts  72,  N.Y.,  U.S.A. 


Smith  &  Watson 

20  EAST  55th  ST.,  NEW  YORK  22  •  PLAZA  3-1462 
MAKERS  OF  FINE  FURNITURE 


Fruitwood  Headboard  with  rosewood 
leaf  overlay  on  top  panel. 

BROCHURE  ON  REQUEST 


THE  CONNOISSEUR,  December,  i960 
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The  art  of  divergent  cultures  is  here 
conjoined  in  harmonious  setting.  "The 
Hon.  Sophia  Upton",  as  painted  by  Sir 
Thomas  Lawrence,  is  complemented  by 
a  pair  of  XVIII  Century  5-candle 
sconces  designed  by  Gouthiere.  Beneath, 
a  Ch'ien  Lung  porcelain  temple  jar 
with  French  bronze  dore  mounts  rests 
on  the  molded  breche  d'Alep  marble 


FRENCH  &  COMPANY  inc. 


MADISON  AVENUE  AND  7fiTH  STREET  •  NEW  YORK 


Derma  plate,  polychromed. 
circa  1525 


Virgin  and  Child,  polychromed,  Faenza  Maiolica, 
dated  155 1  ex  coll.  Luitpold  of  Bavaria 


CafTagiolo  plate,  polychromed, 
circa  1480 


EDWARD  R.  LUBIN 


WORKS   OF  ART 


INC. 


17  East  64th  Street,  NEW  YORK  21,  N.Y. 


University  1-3649 


Cables:  ARTWORKS 


Urbino  plate,  lustred  in  Gubbio,  signed  by 
Fra  Xanto,  dated  1535  ex  coll.  de  Clemente 


Urbino  Pilgrim  Jar,  by  Orazio  Fontana, 
circa  1560,  ex  coll.  Fountaine,  Narford  Hall 


Dcruta  lustre  plate,  circa  1525, 
ex  coll.  Emil  Winter 


VIA  CRUCIS 
JUAN  DE  VALD^S  LEAL 

The  Hispanic  Society  of  America 


A  New  Publication  of 

THE  HISPANIC  SOCIETY 
OF  AMERICA 

613  West  155th  Street 
New  York  32,  N.Y. 

VALDES  LEAL 

SPANISH  BAROQUE  PAINTER 
BY 

ELIZABETH  DU  GUE  TRAPIER 

236  pages  including  157  black  and  white 
illustrations  and  4  plates  in  full  color. 
Bound  in  cloth  stamped  in  genuine  gold . 
Size  of  page  6|       10  inches. 

PRICE  S  10.00 


THE  CONNOISSEUR,  December,  [960 
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NEW  YORK 


For  trie  Seller  of  Valuable  Art  Property  at  Public  Auction 

unsurpassed  facilities  •  skill  and  knowledge  perfected  through  long  years  of 
experience  •  a  world-wide  clientele  prepared  to  pay  top  market  prices  • 

•  negotiable  commission  rates  • 

and  for  trie  Buyer 

weekly  from  September  to  June 
public  sales  of  significant  art  property  from  distinguished  sources 

CORRESPONDENCE  INVITED  •  MONTHLY  BULLETIN  ON  REQUEST 
Catalogues  may  be  purchased  individually  or  by  subscription 


PARKE  BI]R>ET  GALLERIES  •  Inc      iJHO  Madison  Avenue,  New  York 

Telephone:  TRafalgar  9-8300  •   Cable:  PARKGAL 


THE  BRITISH  ANTIQUE  DEALERS  ASSOCIATION 


THE  WORLD'S  BIGGEST  BUYERS 


Discerning  buyers  appreciate  the  many  advantages  of  dealing  with  members. 
A  booklet  price  $/-  post  free  ($i  in  the  U.S.A.),  giving  the  names  and 
addresses  of  over  five  hundred  established  dealers  in  antiques  and  works  of 
art  who  are  members  of  the  Association  will  be  forwarded  on  application 

to  the  Secretary  at 


The  British  Antique  Dealers'  Association  Ltd. 

No.  20  RUTLAND  GATE,  LONDON,  S.W.7 

Telephone:  Kensington  4128  and  2102 


Till:  CONNOISSEUR,  December,  l<X>0 
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ST.  CATHERINE 
Alabaster  •  English  School 
Fifteenth  Century 

17  inches  by  1 1  inches 

The  only  known  recorded  example 


S.  W.  WOLSEY 

71-72  Buckingham  Gate,  London,  S.W.I 

Telephone :  Abbey  5894 


KNOEDLER 

Established  1S46 

Old  and  Contemporary  Masters 


LONDON  NEW  YORK  PARIS 

54  St.  James's  Street  14  East  57th  Street  22  Rue  des  C  aput  iiu  s 

S.W.i  N.Y.22  2e 
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TRIBUTE  TO  THE  BRITISH  ANTIQUE  DEALER  is 


This  exceptional  6  [;j  inch  high  wine  glass,  probably  English,  with  round  funnel  bowl  and  balustroid  stem,  in  the  uppermost  knop  of 
which  is  a  row  of  tears,  has  been  purchased  by  the  Felton  Bequest  of  Melbourne,  Australia,  from  Mr.  Howard  Phillips  of  na  Henrietta 
Place,  London,  W.I.  The  bowl  is  decorated  in  diamond-point  engraving  (c.  174V)  with  an  apple,  leaves  and  smaller  fruit,  possibly 
cherries,  and  is  inscribed  F.  Greenwood  fed.  This  particular  glass  is  not  illustrated  in  Frans  Greenwood  and  the  Glasses  that  he  Engraved, 
by  Wilfred  Buckley,  but  a  similar  glass  is  illustrated  (plate  25).  It  is  dated  1749  and  is  engraved  with  a  rose  and  a  butterfly. 


Each  month  '  The  Connoisseur'  illustrates  an  important  work  of  art  which  a  British  antique 
dealer  has  sold  or  loaned  to  a  museum  or  public  institution  either  at  home  or  abroad. 


The  Villa  Lechi  at  Montirone 


MONTIRONE  lies  a  few  miles  to  the  south  of  Brescia 
in  the  prosperous  farmland  of  the  Lombard  plain,  a 
beautiful  and  unspoilt  part  of  the  country  seldom  visited  by 
tourists.  It  is  a  quiet  agricultural  village  dominated  by  the  Vdla 
Lechi  which  shelters  behind  a  genial  and  unpretentious  facade  an 
interior  of  the  utmost  splendour.  Built  in  the  territory  of  the 
Venetian  Republic,  not  far  from  the  Lombard  border,  the  villa 
reveals  a  happy  compromise  between  Lombard  solidity  and 
Venetian  fantasy.  Unlike  the  vast  majority  of  Venetian  villas,  it 
still  preserves  much  of  the  furniture  made  for  it  in  the  eighteenth 
century.  And  although  the  greater  part  of  the  collection  of  pic- 
tures which  hung  in  this  house  and  the  Palazzo  Lechi  in  Brescia 
has  been  dispersed — two  of  them,  including  a  striking  double 
portrait  by  Lotto,  are  now  in  the  National  Gallery,  London— 
the  rooms  contain  several  canvases  of  outstanding  interest  to 
students  otseiccnto  painting. 

The  Lechi  family  acquired  the  Montirone  estate  in  i  724,  and 
ten  years  later  the  three  brothers,  Contc  Pietro  (who  played  the 
leading  part),  Conte  Bernardino  and  the  Abate  Angelo  Lechi, 
began  to  make  plans  for  building  a  villa  on  it.  Their  choice  of 
architect  fell  on  Marc'  Antonio  Turbino,  a  native  of  Lugano  who 
had  se  ttled  in  Brescia  where  he  had  already  built  one  palace  and 
was  re-arranging  the  interior  of  the  Palazzetto  Lechi.  In  1738  he 
was  commissioned  to  produce  a  design  for  the  villa,  and  in  the 
following  July  the  building  was  begun.  Before  the  beginning  ol 
December  the  ground  Moor  had  been  completed  and  the  pillars 


of  the  entrance  hall  were  put  in  place  (No.  2).  The  structure  ot 
the  central  building  was  finished  by  the  end  of  November,  1741, 
and  work  was  promptly  begun  on  the  interior.  Three  years 
later,  Giacomo  Lecchi,  a  Milanese  quadraturista,  was  painting  the 
ceilings  of  the  apartment  on  the  mezzanine  floor  (No.  7)  and  in 
1746  he  was  assisting  Carlo  Carlone  in  painting  the  magnificent 
fresco  decorations  in  the  ballroom  (see  colour  plate  opposite). 
During  the  next  fourteen  years  various  additions  were  made  to 
the  central  block  of  the  villa:  the  stables  were  built  in  about 
1750,  the  chapel  (which  has  a  canvas  by  G.  B.  Pittoni  over  the 
altar  and  frescoes  by  the  Brescian  painter  Francesco  Savani)  in 
1754,  and  by  1760  the  two  wings  stretching  towards  the  park 
had  been  constructed  to  the  design  of  Marc'  Antonio  Turbino's 
more  illustrious  son,  the  mathematician  and  architect  Abate 
Gaspero  Antonio  Turbino.  The  formal  garden  at  the  back  of  the 
house  was  also  laid  out  before  1760. 

On  the  death  of  Conte  Pietro  Lechi  in  1764  the  villa  passed  to 
his  two  sons,  Galeano  and  Faustino.  The  elder,  Conte  Galeano, 
entertained  lavishiy  at  Montirone,  and  surrounded  himself  with 
a  gang  of  bravoes  which  made  him  the  talk  of  the  whole  Brescian 
district.  In  1781  he  was  apprehended  by  the  Venetian  govern- 
ment and  imprisoned  in  the  notorious  Piombi  from  which  he 
succeeded  in  escaping  in  17X5  (a  rare  feat  which  had  also  been 
performed  by  Casanova).  For  the  rest  of  his  life  he  w  as  an  exile, 
forced  to  travel  from  one  Italian  state  to  another.  I  lis  brother, 
Conte  Faustino  Lechi,  who  used  the  villa  (.luring  the  villeggiatura 


The  ballroom,  painted  in  fresco  by  Carlo  Carlone  (whose  signature  is  on  the  collar  of  the  pug-dog)  and  Giacomo  Lecchi  in  1746. 
The  two  figures  walking  down  the  stairs  are  portraits  of  Conte  Pietro  Lechi,  the  builder  of  the  villa  at  Montirone,  and  his  wife. 
(Above)  I.  The  garden  facade  of  the  villa.  The  central  block  was  built  to  the  design  of  Marc'  Antonio  Turbino  between  1739 
and  1741  and  the  wings  stretching  towards  the  garden  were  added  before  1760.  Photography:  AlUgri,  Brescia. 
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2.  The  entrance,  open  to  the  garden  on  both  sides, 
designed  by  Marc'  Antonio  Turbino  and  completed 
in  1740;  the  Vicenza  stone  statues  and  the  casapanche 
date  from  about  1745. 


3.  The  staircase  leading  to  the  gallery  on  the  piano 
nobile,  decorated  with  frescoes  by  Giacomo 
Lecchi  and  Carlo  Carlone  in  1745  (the  central 
panel  of  the  ceiling  is  a  modern  replacement  of  the 
original  which  was  destroyed  in  the  last  war). 


4.  Detail  of  a  frieze  from  a  room  on  the  piano 
nobile,  probably  painted  by  Giacomo  Lecchi. 


2 
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and  hunting  seasons  each  year  from  1786  to  1799,  was  a  man  of  a 
very  different  stamp.  A  collector  of  paintings  and  a  musician,  he 
had  entertained  in  1773  the  young  Wolfgang  Amadeus  Mozart 
and  his  father  who  remarked  that  he  was  a  'starker  Violinspieler, 
grosser  musikverstandiger  und  liebhaber'. 

At  the  time  of  the  Austro-Russian  invasion  of  Italy  in  1799  the 
Lechis  found  it  prudent  to  leave  Montirone  for  Genoa  where 
Conte  Faustino  died.  The  villa  was  jointly  inherited  by  his  seven 
sons  who  entertained  Napoleon  there  in  June,  1805,  shortly 
after  he  had  been  crowned  King  of  Italy.  The  cup  from  which  he 
drank  coffee  is  preserved,  and  the  house  has  a  room  with  Empire 
furniture  which  belonged  to  Maria  Luisa  of  Bourbon-Parma. 
The  brothers  were  enthusiastic  supporters  of  Napoleon.  Two  of 
them  served  as  generals  in  his  forces  and  incurred  the  displeasure 
of  the  Austrian  government  after  18 15.  On  the  death  of  the  elder, 
Conte  Giuseppe,  the  house  passed  to  his  adopted  daughter;  and 
from  her  daughter  it  was  bought  back  into  the  family  by  the 
grandmother  of  the  present  owner,  Conte  Antonio  Lechi. 

Entering  the  house  from  the  road,  the  visitor  passes  through 
the  grandiose  central  archway  or  hall  to  a  small  group  of  rooms 
on  the  ground  floor:  an  armoury  to  the  right,  a  dining  room  with 
overdoors  by  Zuccarelli  (No.  5)  and  a  library  to  the  left.  A 
monumental  staircase  with  putti  standing  at  the  angles  and  an 
amiable  lion  sliding  down  the  banisters  leads  to  the  frescoed 
gallery  on  the  piano  nobile  (No.  3).  Opening  off  this  are  the  mam 
rooms  of  the  house  decorated  with  eighteenth-century  furniture 
and  pamtings  by  Alessandro  Turchi  (No.  6),  M.  A.  Franceschini, 
E.  Salmeggia,  Francesco  Trevisani  and  others.  Several  of  these 
rooms  have  elaborate  painted  friezes  by  Giacomo  Lecchi  one  of 
which  includes  a  view  of  the  house  and  some  prospects  of  ruins 
among  the  scroll-work  (No.  4).  But  the  crowning  glory  of  this 
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5.  One  of  four  ovcrdoors,  by  Francesco  Zuccarelli,  in  a  room  on  the  ground 
floor. 

6.  The  Rape  of  Proserpine  by  Alessandro  Turchi,  called  POrbetto.  This 
picture  and  its  pendant,  Acts  and  Galatea,  have  close  similarities  with  two 
paintings  by  Turchi  of  Hercules  (Schloss  Schleissheim)  which  were  execu- 
ted before  1620. 

7.  The  Drawing  Room  of  the  apartment  on  the  mezzanine  floor.  The 
ceiling  is  painted  with  a  formal  arrangement  of  scrolls  and  floral  motifs  by 
Giacomo  Lecchi  (1744),  the  painted  doors  are  traditionally  ascribed  to 
Zuccarelli,  and  the  walls  are  hung  with  yellow  moire  silk.  All  the  furniture 
was  made  for  the  apartment,  probably  in  Venice.  Above  the  sofa  hangs  a 
pastel  of  the  notorious  Conte  Galeano  Lechi  by  an  anonymous  Brescian 
artist. 


8.  A  console  table  and  two  chairs  of  red  and  gold  lacca  contrafatta  made  for 
the  mezzanine  apartment  in  the  1760's.  The  pastel  above  the  table  is  by  an 
anonymous  Brescian  portrait  painter  and  represents  Margherita  and 
Galeano  Lechi  as  children. 
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9.  This  screen,  erected  in  about  1760,  divides  the  court- 
yard formed  by  the  house  and  its  wings  from  the  formal 
garden  and,  to  the  right,  the  wooded  giardino  Ingle se, 
which  was  laid  out  in  the  early  nineteenth  century. 

10.  The  interior  of  the  stables,  erected  in  about  1750,  with 
a  frescoed  ceiling  representing  Apollo  driving  the  horses 
of  the  sun,  by  an  unidentified  artist,  probably  of  the 
Brescian  school. 

floor  and,  indeed,  of  the  whole  villa  is  the  magnificent  central 
ballroom  painted  with  trompe  Voeil  architecture  and  figures  by 
Giacomo  Lecchi  and  Carlo  Carlone  (see  colour  illustration). 
The  ceiling  of  the  room  depicts  the  Glorification  of  Conte  Pietro 
Lechi.  The  sketch  for  it  by  Carlone  is  in  the  collection  of  Mr. 
Denys  Sutton,  and  was  exhibited  at  Burlington  House  last  winter. 

In  striking  contrast  to  the  lofty  magnificence  of  the  ballroom 
is  the  suite  of  little  guest  rooms  on  the  mezzanine  floor.  These 
five  rooms  have  ceilings  painted  by  Giacomo  Lecchi;  three  of 
them  have  walls  hung  with  yellow  moire  silk,  while  the  entrance 
hall  is  decorated  with  frescoes  of  1799  (replacing  the  original 
silk  hangings)  and  the  bathroom  with  little  views  of  landscapes 
and  ruins  painted  in  1780.  The  floors  are  of  the  characteristically 
Venetian  'tcrrazzo  di  marmorin'.  The  doors  are  painted  with 
two  romantic  landscapes  on  each  side,  attributed  to  Francesco 
Zuccarelli,  and  the  Venetian  lacquer  furniture  is  that  made  for 
the  apartment  in  the  1 760's.  Even  the  curtains  are  of  the  period. 
In  fact,  this  exquisite  little  suite  of  rooms  presents  a  unique 
example  of  untouched  Venetian  interior  decoration. 

The  information  in  this  article  is  based  mainly  on  Giacomo 
Lechi:  Ccntii  Storici  e  Descrittivi  sul  Palazzo  dei  Conti  Lechi  in 
Montirone,  Brescia,  1959.  The  Connoisseur  is  greatly  indebted  to 
Conte  Antonio  Lechi  for  permission  to  visit  and  photograph  his 
villa.  The  house  is  not  normally  open  to  the  public. 
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A  STUDY  OF  SOME  FRESCOES  IN  THE  VILLA  LANTE  BAGNAIA 


Cavaliere  d'Arpino,  Tassi, 
Gentileschi  and  their  Assistants 


By  Luigi  Salerno 

THE  Villa  Lante  at  Bagnaia,  famous  for  its  formal  Renais- 
sance garden,  consists  of  two  main  buildings,  or  palazzine, 
both  of  which  are  richly  decorated  inside  with  frescoes.  The 
present  article  is  devoted  to  those  in  one  of  the  palazzine  only, 
that  which  was  built  by  Cardinal  Montalto  and  decorated  to  his 
orders  between  1613  and  161 5.  Little  study  has  previously  been 
given  to  this  cycle  of  frescoes  and  only  the  contributions  of 
Agostino  Tassi,  Orazio  Gentileschi  and  the  Cavaliere  d'Arpino 
have  as  yet  been  identified.  Claude  Lorraine  has  been  mentioned 
as  one  of  the  artists  working  there,  but  no  definite  trace  of  his 
hand  has  been  detected  among  the  paintings  in  the  various 
rooms.1  Nevertheless,  great  interest  attaches  to  this  pictorial 
series,  for  it  is  by  a  group  of  artists  who  were  working  together 
in  Rome  between  1611  and  1617  in  the  Palazzo  Borghesc,  now 
known  as  the  Palazzo  Pallavicini-Rospigliosi,  and  the  papal 
palace  ot  the  Quirinal  and  who,  in  fact,  dominated  the  second 
decade  of  the  Roman  baroque.  Only  recently  has  any  attempt 
been  made  to  identify  the  individual  hands  of  these  painters 
among  the  works  they  executed  in  Rome.2  Hence  the  importance 
of  the  frescoes  in  the  Montalto  palazzina  of  the  Villa  Lante  which 
shed  further  light  on  their  artistic  personalities. 

In  161 1  Tassi  and  Gentileschi  were  working  together  in  the 
Palazzo  PalJavicini-Rospigliosi  and  painting  frescoes  (which  have 
since  vanished)  in  the  sala  del  concistorio3  of  the  nearby  papal  palace. 
During  this  year  of  close  collaboration,  Gentileschi  asked  Tassi 
to  instruct  his  fifteen-year-old  daughter,  Artemisia,  in  the  art  of 
perspective  of  which  he  was  a  master.  Unfortunately  Tassi  took 
advantage  of  the  lessons  to  debauch  the  girl.  He  promised  to 
marry  her  but  as  he  broke  his  word  he  was  denounced  bv 
Gentileschi  and  as  the  result  of  a  trial,  of  which  the  details  survive, 
he  was  thrown  into  prison  in  March,  1612.4 

Next  year  Tassi  was  working  at  Bagnaia,  as  is  proved  by  the 
statement  he  made  in  a  later  trial.  On  the  8th  October,  16 19,  he 
declared:  'Six  years  ago  I  was  working  at  Bagnaia  in  the  Barcho 
of  that  Lord  Cardinal  Montalto.  .  .  .  adding  that  he  worked 
there  for  two  and  a  half  years.  Giving  the  names  of  his  collabora- 

1  For  a  recent  guide  to  the  villa  see  A.  Cantoni:  La  Villa  di  Bagnaia  (I  'ilia  Lante), 
Rome,  1957.  Some  frescoes  are  illustrated  in  J.  Hess:  Agostino  Tassi,  Munich,  [935. 
On  the  presence  of  Claude  Lorraine  see  F.  Boyer:  'Lcs  Annecs  d'Apprentiss  ige  dc 
Claude  Lorraine  a  Rome  (1613-1625)'  in  Actesdn  XHICongris  international d'histoire 
de  i'art,  Stockholm,  1933,  pp.  173-178. 

2  R.  Longhi,  'Prcsenzc  alia  Sala  Rcgia'  in  Paragone,  [959,  No.  117,  p.  20  ft'.. 
attempts  to  distinguish  the  various  hands  in  the  frieze  of  the  Salone  del  corrazieri  in 
the  Quirinal. 

3  For  information  on  the  Palazzo  Pallavicini-Rospigliosi  and  the  Sala  del  Concistorio 
in  the  Quirinal  see  my  notes  in  G.  Mancini:  Considerazioni  sulla  Pittura,  Rome. 
1956-7,  Vol.  II,  pp.  47  and  188. 

1  Numerous  documents  referring  to  Bagnaia  were  published  by  A.  Bertolotti, 
'Agostino  Tassi,  suoi  scolari  c  compagni  a  Roma'  in  Giornale  di  Erudizione  Artistica. 
Vol.  V,  1876,  p.  193  ff. 


tors,  he  declared  'I  was  the  head  and  in  charge  of  all'.5  But 
according  to  Passcri,  the  Cavaliere  d'Arpino  summoned  Tassi  to 
Bagnaia  as  his  collaborator.6  That  the  Cavaliere  d'Arpino  was 
actually  engaged  on  work  at  Bagnaia  is  proved  by  the  statement 
made  by  a  certain  Francesco  di  Orazio  di  Castiglione  at  the  same 
trial  in  16 19:  "When  I  went  to  Bagnaia  there  was  a  Frenchman, 
Claudio,  who  was  assistant  to  the  Cavaliere  Giuseppe  and  lived 
111  the  lodge  below' — the  Cavaliere  d'Arpino's  name  was,  of 
course,  Giuseppe  Cesari.  "There  was  Pasquale  Regnicolo',  the 
same  witness  continued,  'there  was  Filippo  .  .  .  Nicolo  .  .  .  Then 
Pasquale  left  and  Giovanni  d'Ancona  came'.  A  more  livclv 
picture  of  the  band  of  artists  working  together  in  the  Villa 
Montalto  was  given  by  Tassi  himself:  'There  were  three  rooms; 
all  the  Frenchmen  slept  in  one,  I  slept  in  another  with  Cecco  del 
Caravaggio,  and  the  other  Frenchman  slept  in  the  hall'.7 

It  will  be  noted  that  the  name  of  Gentileschi  does  not  appear  in 
these  documents.  The  rupture  between  the  two  friends,  caused 
by  the  seduction  of  Artemisia  and  the  trial  of  16 12,  suggests  that 
it  was  unlikely  that  they  should  have  been  collaborating  in  161 3. 
But  as  Tassi  and  Gentileschi  were  again  working  together  on  the 
frieze  of  the  Salone  dei  Corrazieri  in  the  Quirinal  in  16 16-16 17, 
we  may  assume  that  the  breach  in  their  friendship  was  later 
healed.  In  any  case,  Passeri  mentions  Gentileschi  as  collaborating 
with  Tassi  at  Bagnaia. 

To  turn  to  the  other  members  of  this  group:  'Claudio'  is 
certainly  Claude  Lorraine,  though  the  documents  occasionally 
refer  to  him  as  a  Burgundian  instead  of  a  Lorrainer."  We  do  not 
know  of  any  Carlo  from  Burgundy,  nor  can  we  identify  the 
Flemish  Bartolomeo  whom  Tassi  mentioned  as  his  assistant.9 
Pasquale  Regnicolo  is  another  mysterious  personage;  he  may 
have  been  a  Frenchman  whose  name  was  distorted.  But  whoever 
he  was,  he  seems  to  have  left  soon  and  his  place  was  taken  by 
Giovanni  d'Ancona,  who  presents  a  further  problem.  He  cannot 
be  identified  with  'Giovanni  Antonio  Galli',  Tassi's  collaborator 
at  the  Quirinal  (and,  according  to  Professor  Longhi,  the  author 
of  a  picture  in  the  museum  of  Ancona)  since  it  is  not  known 

'  Bertolotti,  op.  cit.  p.  208;  Tassi  declared  in  1619:  'Io  me  ricordo  haver  detto  nell' 
altri  miei  esamini  che  so  stato  a  lavorare  a  Bagnaia,  dove  stei  dui  anni  c  mezzo  in 
circa,  che  dipingevo  nel  Barcho  per  signor  Cardinal  Montalto  et  c'havevo  garzoni 
e  lavoranti  che  ci  tenm  mi  man  di  francesi  et  11110  si  chiamava  Carlo  Borgognone, 
Claudio  di  Lorena,  Bartolomeo  fiammengo,  un  certo  Martio  Ganassin  e  11011  cc 
lavorava  altro;  questi  stavano  tutti  con  ll  signor  Cardinale,  ch'io  non  tenevo 
ncssuno  a  soldo  uno,  ma  cro  capo  et  havevo  cura  di  tutti.' 

6  J.  Hess:  Die  Kiinstlerbiographien  von  Giovanni  Battista  Passcri,  Leipzig  and  Vienna, 
1934.  P-  123  if. 

7  Bertolotti,  c>/>.  cit.  p.  201. 

K  M.  E.  Rothlisberger:  'Les  fresques  de  Claude  Lorraine'  in  Paragone,  1959,  No.  109, 
p.  42,  declares  that  it  is  not  possible  to  recognize  Claude's  hand  at  Bagnaia. 
9  Bertolotti,  op.  cit.,  p.  209. 
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1 .  A  detail  of  the  frescoed  ceiling  in  the  loggia  of  the  palazzina  Montalto,  Villa 
Lante,  Bagnaia.  The  architectural  trompe  Voeil  is  by  Agostino  Tassi,  the  alle- 
gorical figure  by  Orazio  Gentileschi;  the  putti  and  the  lion  are  probably 
painted  by  Marzio  Ganassini  after  a  design  by  d'Arpino. 

2.  The  stuccoed  and  frescoed  ceiling  of  the  salone.  The  central  panels  were 
designed  by  the  Cavaliere  d'Arpino  but  most  of  the  painting  was  probably 
executed  bv  Marzio  Ganassini. 


3.  Diana,  by  Marzio  Ganassini  after  a  design  by  the  Cavaliere  d'Arpino,  a  detail  of  the  ceiling  illustrated  in  No. 


4.  A  detail  of  the  frieze  in  the  salone.  The  trompe  Voeil  star  in  the  corner  was  designed  and 
painted  by  Agostino  Tassi  who  also  designed  the  rest  of  the  frieze  which  was  painted  with  the 
assistance  of  Marzio  Ganassini. 

5.  A  battle-piece  in  the  entrance  hall,  here  attributed  to  Marzio  Ganassini. 

6.  The  Martyrdom  of  St.  Andrew  by  Marzio  Ganassini;  S.  Maria  della  Consolazione,  Rome.  This 
fresco  supports  the  attribution  to  Ganassini  of  certain  paintings  in  the  Villa  Lante. 

7.  The  ceiling  of  a  small  room,  designed  by  the  Cavaliere  d'Arpino  who  probably  painted  the 
central  figure  and  left  the  execution  of  the  other  figures  to  an  assistant,  perhaps  Niccolode  Felice. 
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whether  Galli  was  a  native  of  Ancona.  Moreover,  the  documents 
always  refer  to  Galli  as  Giacomo  and  not  as  Giovanni  Antonio,  a 
name  erroneously  repeated  nowadays.10  Equally  obscure  is 
Lorenzo  Francini  who  asserted  that  he  had  worked  for  Tassi  at 
Bagnaia  for  two  years.  The  Filippo  we  have  already  mentioned 
is  Filippo  Franchini,  Tassi's  brother-in-law  and  his  assistant  at  the 
Quirinal. 

Three  other  painters  may  be  identified.  The  first  is  Nicola  de 
Felice  da  Pesaro  whose  name  appears  also  as  'Tromctta'  which 
must  be  a  deformation  of  the  surname,  Trombctta.  He  declared 
at  the  trial  that  he  had  worked  at  Bagnaia  and  by  reference  to  his 
known  works  it  is  possible  to  trace  his  hand  there.11  The  second 
is  Marzio  Ganassini,  another  painter  whom  Tassi  calls  an  assistant, 

10  R.  Longhi,  o/i.  cit.,  is  mistaken  in  attributing  to  Giacomo  Galli,  called  Spadarino, 
the  Sam'  Antonio  e  il  Bambino  ( Jctil  in  the  church  of  SS.  Cosma  e  Damiano,  Rome. 
This  picture  is  in  fact  assigned  to  Carlo  Saraceni  in  a  contemporary  manuscript  of 
about  1617  (G.  Mancini:  op.  cit..  Vol.  [,  p.  305;  Vol.  II,  p.  212).  This  testimony 
cannot  be  contradicted  without  precise  arguments,  which  are  still  lacking,  for  the 
picture  is  very  similar  to  other  works  by  Saraceni.  On  the  question  of  the  distinc- 
tion between  Spadarino  and  Mao  Salini  I  must  add  to  my  hypothesis  (Commentari, 
1957,  Vol.  VIII,  p.  7.  No.  1)  that  Salini  was  responsible  for  a  canvas  in  S.  Giovanni 
dei  Fiorentini,  Rome,  which  the  guide  books  ascribe  to  Giovanni  Battista  Vanni, 
must  now  be  rejected  as  the  attribution  to  Vanni  has  been  proved  by  documents 
(E.  Rufini:  S.  Giovanni  dei  Fiorentini,  Rome,  1957,  p.  85).  Nevertheless,  Vanni  was 
very  near  to  Salini.  a  fellow  pupil  of  Baglione's,  and  the  connection  between  them 
is  confirmed  by  a  picture  in  a  private  collection,  representing  an  angel  offering  the 
Madonna  and  Child  a  basket  of  fruit,  by  Vanni  in  which  the  still-life  is  exactly  in 
the  style  of  Salini.  The  St.  Irene  Healing  the  Wounds  of  St.  Sebastian  in  the  Villa 
Albani  (Alinari  photograph  No.  27757)  may  probably  be  attributed  to  Vanni.  To 
Salmi's  oenvre  we  may  add  a  hitherto  unattributed  altarpiece  at  Torri  in  Sabina 
(L.  Mortari:  Opere  a" Arte  in  Sabina  dall'  XI  a\  XVII  secolo,  Rome,  N.D.,  p.  58,  No. 
42,  pi.  48,  as  anonymous).  Spadarino's  oenvre  could  be  increased  by  the  addition  of 
other  certain  works. 

11  For  Nicolo  de  Felice  sec  the  biography  by  G.  Baglione:  Vile,  Rome,  1642,  p.  1  25. 


who  may  be  identified  with  the  Marzio  di  Colantonio  Romano 
whose  life  was  written  by  Baglione.12  The  third  is  Cecco  del 
Caravaggio,  whose  personality  has  been  reconstructed  by  recent 
criticism  and  who  is  now  fairly  well  known.13 

It  is  not  difficult  to  distinguish  the  various  hands  in  the  loggia 
on  the  ground  floor.  All  the  illusory  architectural  effects  are 
Tassi's,  for  he  was  a  master  of  trompe-l'oeil  or,  as  it  was  then  called, 
quadraturismo  or  pittura  prospettiva,  which  was  an  essential  feature 
of  baroque  decoration.  The  allegorical  figures  in  the  ceiling  which 
Passeri  ascribes  to  Gentileschi  were  certainly  designed  by  that 
painter,  though  only  two  seem  to  have  been  painted  by  him: 
those  which  show  the  greatest  skill  in  execution,  a  characteristic, 
almost  crystalline,  transparency  in  the  shadows,  and  a  particular 
subtlety  of  line.14  The  other  figures  were  painted  to  designs  by 
Gentileschi  (similar  to  figures  in  the  Quirinal)  by  the  artist  who 
painted  the  lion  and  the  putti,  a  pupil  of  the  Cavaliere  d'Arpino 
(No.  1). 

This  pupil  may  be  recognized  by  a  certain  clumsiness,  redeemed 
by  a  lively  touch,  evident  in  the  ceiling  of  the  stilouc  or  great  hall 
on  the  piano  nobile  which  d'Arpino  certainly  designed  and  left 
largely  to  be  executed  by  his  pupils.  This  great  ceiling  consists  of 
five  oblong  and  ten  oval  panels  divided  from  each  other  by  a 
framework  of  stucclii,  the  five  main  panels  representing  the 
goddesses  Minerva,  Diana,  Venus,  Juno  and  Ceres,  each  of  whom 

12  G.  Baglione:  op.  cit.,  p.  165. 

13  For  Cecco  del  Caravaggio  see  R.  Longhi :  Proporzioni.  Hisonly  documented  work 
is  the  Expnkion  of  the  Money-Changers  from  the  Temple,  formerly  in  the  Giustiniani 
Collection,  now  in  Berlin. 

14  I  do  not  consider  the  figure  illustrated  by  J.  Hess:  Agostino  Tassi,  (it.,  pi.  vii,  and 
the  other  similar  to  it,  to  be  by  Gentileschi. 


8.  The  ceiling  of  another  small  room,  similarly  by  the  Cavaliere  d'Arpino 
with  the  help  of  an  assistant,  probably  Niccolo  de  Felice. 

9.  A  scene  from  Roman  history  here  attributed  to  Cecco  del  Caravaggio. 
This  fresco  is  in  the  entrance  hall,  opposite  No.  5. 


160 


is  seated  in  a  chariot  drawn  by  symbolical  animals  (No.  2).  The 
complete  absence  of  perspective  effects  is  conspicuous  even  at  a 
first  glance.  D'Arpino  relied  for  trompe  Voeil  on  Tassi  who  dis- 
played his  mastery  of  the  genre  in  the  false  architecture  of  the 
frieze  in  the  same  room.  Passeri  records  that  Tassi  painted  'a 
large  mathematical  star,  designed  with  curious  skill':  that  is  to 
say  the  star  on  the  crest  of  the  Peretti-Montalto  family  arms 
which  is  painted  in  each  corner  of  the  room  (No.  4).  Tassi's  skill 
in  opening  out  the  walls  in  illusory  perspective  here  contrasts 
strongly  with  the  traditional  work  of  d'Arpino  who  remained  a 
mannerist  painter  untouched  by  the  new  desire  for  realism. 

There  can  be  little  doubt  that  the  lions  and  the  putti  on  Tassi's 
frieze  and  a  great  many  of  the  scenes  on  the  ceiling  were  executed, 
to  d'Arpino's  designs,  by  Marzio  Ganassini.  If  the  horses  which 
draw  Diana's  chariot  (No.  3)  are  compared  with  those  in  the 
battle-piece  painted  on  the  right  wall  of  the  entrance  hall,  leading 
out  of  the  salone,  it  will  be  seen  that  Marzio  worked  there  also; 
there  are  the  same  distortions  which  were  perhaps  intended  to 
give  greater  liveliness  to  the  animals  but  make  them  appear  a 
little  ridiculous.  Marzio  Ganassini' s  authorship  of  this  battle-piece 
is  confirmed  by  Baglione's  assertion  that  'this  virtuoso  recently 
painted  battles  on  a  small  scale,  and  did  this  very  well  .  .  .  '  The 
putti  in  this  entrance  hall  seem  also  to  be  by  Marzio  and  are 
similar  to  those  in  his  known  work  in  S.  Cecilia  in  Rome.  It  is 
of  course  by  a  study  of  his  other  documented  works  in  Rome 
that  I  have  been  enabled  to  identify  his  hand  at  Bagnaia.15 

Two  other  rooms  have  ceilings  designed  by  the  Cavaliere 
d'Arpino  (Nos.  7  and  8).  The  central  allegorical  figures  in  both 
were  probably  painted  by  him,  but  the  Sybils  and  Virtues  in  the 
segments  are  by  a  collaborator,  perhaps  Niccolo  de  Felice  whose 
works  in  S.  Maria  dell'Orto  and  the  Aracoeli  show  similarities 
with  them.  In  any  case,  the  artist  cannot  be  identified  with  the 
hand  we  have  traced  in  the  salone,  loggia,  and  entrance  hall.  The 
lunettes  in  these  two  rooms  are  painted  with  small  figures  in 
landscape  backgrounds  representing  scenes  from  the  life  of 
Moses.  Tassi  may  have  collaborated  here:  but  Claude  Lorraine 
was  too  young  to  have  been  involved. 

Finally,  the  most  interesting  identification  concerns  the 
authorship  of  a  scene,  opposite  Ganassini's  battle-piece  in  the 
entrance  hall,  showing  a  kneeling  king  who  seems  to  be  making 
an  act  of  submission  to  some  conquering  Romans.  A  pre- 
Poussinesque  classicism  is  evident  here,  together  with  a  realism 

15  The  following  works  by  Marzio  Ganassini,  cited  by  Baglione,  are  still  extant: 
frescoes  of  scenes  from  the  life  of  the  Madonna  in  S.  Maria  in  Aracoeli  (ninth  chapel 
on  the  left) ;  the  frescoes  in  the  chapel  of  S.  Andrea  in  S.  Maria  della  Consolazione; 
the  frescoed  ceiling  of  the  atrium  to  S.  Cecilia.  In  the  cycle  of  frescoes  devoted  to 
St.  Andrew  there  is  one  showing  the  Saint  with  mounted  Roman  soldiers,  very 
similar  to  the  battle-piece  in  the  entrance-hall  at  Bagnaia  (No.  5).  The  putti  at 
S.  Cecilia  are  closely  related  to  those  in  this  room  and  other  rooms  at  Bagnaia. 


characteristic  of  such  a  Caravaggesquc  painter  as  Cecco  del 
Caravaggio.  To  the  list  of  the  canvas  paintings  by  this  shadowy 
artist  I  can  now  add  two  others :  the  San  Lorenzo  in  the  Oratory 
of  S.  Filippo  Neri  at  S.  Maria  in  Vallicella  (of  which  there  is  a 
copy  in  a  private  collection)  and  the  Conjuror  in  the  Wellington 
Museum,  Apsley  House,  London  (Cat.  No.  1547).  In  these,  and 
other  canvas  paintings,  he  reveals  a  fondness  for  trompe-l'oeil, 
which  might  well  have  been  derived  from  Agostino  Tassi  and 
also  for  archaeological  elements,  low  reliefs,  vases  and  trophies 
(No.  10).  Cecco  del  Caravaggio,  who  was  possibly  a  Frenchman, 
may  have  acquired  this  taste  for  the  antique  and  realistic  illusion- 
ism  while  working  at  Bagnaia  under  Tassi. 

This  realistic  and  anti-mannerist  trend,  represented  by  Tassi 
and  by  the  Caravaggesque  Gentileschi  and  Cecco,  who  even  took 
his"  name  from  Caravaggio  (though  his  Caravaggesque  qualities 
are  less  obvious  in  these  frescoes  than  they  would  be  in  an  oil 
painting),  is  found  again  in  the  ceiling  of  a  small  room  only 
recently  discovered  and  of  great  interest.  Within  a  rich  stucco 
decoration  (No.  10),  incorporating  the  arms  of  Cardinal  Montalto, 
there  are  four  biblical  scenes,  somewhat  damaged  but  still  clearly 
recognizable :  The  Finding  ofMoses(No.  12),  Moses  and  the  daughters 
of  Reuel,  The  Burning  Bush  (No.  13)  and  The  Journey  of  the 
Israelites  (No.  14).  Some  elements  in  these  compositions  are 
reminiscent  of  analogous  scenes  in  the  salone  dci  corrazzieri  in  the 
Quirinal,  the  work  of  Carlo  Saraceni  and,  perhaps,  his  right 
hand  man,  Spadarino.16  But  in  at  least  two  scenes,  The  Burning 
Bush  and  The  Journey  of  the  Israelites,  there  is  an  almost  intimate 
realism,  intense  and  vigorous,  which  draws  strength  from  its 
very  simplicity  and  seems  to  anticipate  the  Batnboccianti.  I  consider 
that  these  works  should  also  be  attributed  to  Cecco  del  Caravaggio 
or  to  one  of  the  Frenchmen  mentioned  in  the  documents  as 
having  been  active  at  Bagnaia. 

The  particular  character  of  the  pictorial  decoration  of  this 
palazzina  is  therefore  due  to  the  collaboration  of  two  distinct 
groups  of  artists  who  represent  opposing  tendencies:  the 
mannerists — Cavaliere  d'Arpino,  Marzio  Ganassini,  Niccol6  de 
Felice — and  the  more  realistic  painters — Tassi,  Gentileschi  and 
Cecco  del  Caravaggio.  They  worked  together  in  the  same  rooms, 
mingling  their  personal  styles  in  an  eclectic  manner  which  was 
full  of  liveliness  and  unusual  charm  even  if  not  truly  harmonious. 
The  other  assistants,  as  yet  unidentified,  must  have  worked  on 
the  grotesques,  the  stucchi,  and  still  more  humble  tasks  such  as 
the  laying  in  of  outlines,  preparation  of  colours  and  setting  up  of 
scaffolding.  The  part  played  by  the  Cavaliere  d'Arpino  in  every 
room  confirms  Passeri's  assertion  that  it  was  he  who  directed  the 
whole  decorative  scheme. 

16  The  presence  of  Spadarino  in  the  Sala  Regia  is  confirmed  by  the  similarity  of  his 
scenes  with  those  of  Saraceni;  see  R.  Longhi:  Parngone  1959,  No.  1 17,  figs.  6  and  7. 
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A  Few  Drawings  by  Francesco  Vanni 


By  P.  A.  Riedl 

TH  I  S  article  is  concerned  with  two  paintings  by  the  Sienesc 
artist  Francesco  Vanni  (i 563-1610)  which  have  for  long  been 
well  known  and  have  been  studied  by  several  historians  of  art. 1 
It  has  not  been  my  intention  to  weigh  up  the  judgments  of 
former  critics  or  to  pose  afresh  the  question  of  the  possible  in- 
fluence of  Baroccio  and  contemporary  Bolognese  painters  in 
these  works.  The  article  is  intended  to  publish  two  groups  of 
drawings  (only  one  of  which  has  previously  been  reproduced) 
which  are  connected  with  the  paintings  and  which  illustrate 
Vanni's  spontaneity  and  other  gifts  as  a  draughtsman  while 
affording  a  vivid  glimpse  of  his  creative  process. 

The  first  series  of  drawings  is  connected  with  the  painting 
St.  Ansano  baptizing  the  Sienese  in  Siena  Cathedral  (No.  i).2  The 
contract  of  1593  between  Vanni  and  the  Opera  del  Duomo  sur- 
vives and  the  completion  date  of  the  picture,  1 506,3  is  also  known. 
Because  of  the  honour  of  being  given  this  commission  the  artist 
worked  long  and  intensively  at  the  composition.  The  contract  lays 
down  the  subject  as  follows:  in  the  lower  half  Vanni  was  to 
depict  St.  Ansano  baptizing  the  Sienese,  and  above,  to  show  the 
Virgin  commending  the  city  to  her  Heavenly  Son,  all  'sicondo  il 
disegnio  che  n'ha  lasciato  di  sua  mano  ne  l'Opera'.  This  'disegnio' 
was  to  be  'migliorare  et  ampliare  secondo  le  regole  buone  de  l'arte 
sua'.  The  drawing  referred  to  here  is  identical  with  one  acquired 
by  the  Worcester  Art  Museum,  Mass.,  a  few  years  ago  (No.  4)  as 
is  revealed  by  Vanni's  own  inscription  on  the  verso.*  The  differ- 
ences between  the  drawing  and  the  completed  picture  are  easily 
explained  by  the  free  hand  given  to  Vanni  to  improve  and  enlarge 
his  original  composition. 

Before  studying  the  Worcester  drawing  in  detail  we  must 
consider  another  which  is  even  further  removed  from  the  final 
composition,  the  impressive  chalk  drawing  in  the  Gabinetto  dei 
Disegni  of  the  Uffizi  (No.  2). 5  It  shows  (partly  in  a  very  sketchy 
style,  partly  in  greater  detail)  the  baptism  in  the  lower  portion 

1  Concerning  Francesco  Vanni,  cf.  B.  C.  Kreplin,  Thieme-Becker,  Lexikon  der 
Bildenden  Kunstler,  Vol  34.  Leipzig  1940,  p.  97  ff.  (with  bibliography).  Important 
publications:  E.  Romagnoli,  Biografta  cronol.  de  'Bellartisti  Senesi,  manuscript  in 
the  Biblioteca  Comunale  Siena,  Vol.  8 ;  H.  Voss,  Die  Malerei  der  Spatrenaissance 
in  Rom  nnd  Florenz,  Berlin,  1920,  p.  508  ff. ;  A.  Venturi,  Storia  dell' Arte  Italiana, 
IX/7,  Milano  1934,  S.  1036  ff. ;  C.  Branch,  Francesco  Vanni  in :  Art  in  America,  Vol. 
'9>  1 93 1 ,  p.  63  ff. ;  Paolo  Celandroni,  Francesco  Vanni,  Pisa  1957  (typewritten 
manuscript). 

2  Cf.  Voss,  op.  cit.,  p.  509  f. ;  Venturi,  op.  cit.  p.  1052  f . ;  Celendroni  op.  cit.  Cat. 
p.  85  ff. 

3  The  contract  is  dated  '15  di  Giugno  1593'  (cf.  Gaetano  Milanesi,  Document!  per 
la  Storia  dell' Arte  Sencse,  Siena  1856,  p.  266,  No.  169:  Archivio  dell'Opera  del 
Duomo  di  Siena).  Originally  it  was  laid  down  that  Vanni  was  to  complete  the 
picture  within  1 8  months.  But  it  was  only  finished  in  1  596  (cf.  Romagnoli,  op.  cit.). 

4  Worcester  Art  Museum,  Acc.  No.  1951.54,  Cat.  No.  115.  Crayon  and  red 
chalk  on  white  paper,  42.2  x  27.6  cm.  The  inscription  on  the  verso  reads:  'Io 
Franco.  Vanni  pittore  mi  lobligo  a  eseguire  il  seguente  disegnio  in  pittura  (a  tela?) 
a  olio  per  servitio  del  Alt. ire  di  S.  Ansano  in  Duomo  secondo  lobligo  fatto  d.i 
me  .  .  .  (?)  sopra  sotto,  el  14  giugnio  1593  come  al  giomal  del  Opera  ...(?).'  The 
affidavit  of  an  Operaio  follows.  For  the  Worcester  drawing  cf.  Horst  Vey,  'Some 
European  Drawings  at  Worcester',  Worcester  An  Museum  Annual,  Vol.  VI.,  1958, 
p.  20  f.  Vey  gives  a  description,  bibliographical  reference,  and  a  comparison  with 
the  completed  picture.  Vey  only  quotes  the  inscription  as  'a  long  inscription  in 
Italian  by  an  old  (contemporary?)  hand'.  I  thank  Director  Dr.  Rich  and  Curator  L. 
Dresser  for  letting  me  have  the  photographs  of  both  the  recto  and  the  verso  of  the 
drawing. 

'  Uffizi,  Dis.  10771  F,  chalk  on  paper,  37.7  •  24.6  cm.  Cf.  Celandroni  op.  cit.. 
Cat.  p.  332  f. 


I.  Francesco  Vanni.  St.  Ansano  baptizing  the  Sienese.  Siena  Cathedral. 


and  God  the  Father  and  the  Virgin  above.  The  youthful  St. 
Ansano  is  standing  on  some  stairs  behind  which,  on  the  left,  is 
shown  some  faintly  indicated  architecture  of  pillars  and  arcades. 
The  group  of  those  awaiting  baptism,  the  onlookers  and  the 
Saint  is  built  up  in  pyramid  form.  A  woman  kneels  humbly  in 
front  of  St.  Ansano  to  receive  the  Sacrament;  in  the  left  fore- 
ground a  man  who  has  just  been  baptized  strides  down  the  steps 
drying  himself.  To  the  right  of  the  Saint  a  man  is  kneeling  with 
two  children,  carrying  the  younger  and  holding  the  older  with 
his  left  hand.  On  the  extreme  right  in  the  front  stands  an  old  man, 
dressed  in  a  heavy  cloak,  watching  the  ceremony  of  baptism  with 
passion.  Several  other  figures,  including  the  sacristan  carrying  the 
vessel  of  baptismal  water,  make  up  the  ensemble.  The  composi- 
tion is  simple  and  monumental,  the  handling  sensitive  and  full  of 
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2.  Francesco  Vanni.  Composition  study  for  the  St.  Ansano  picture.  Uffizi, 
Florence. 

5.  Francesco  Vanni.  Figure  study  for  the  St.  Ansano  picture.  Bibl.  Com- 
unale,  Siena. 
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3.  Francesco  Vanni.  Figure  study  for  the  St.  Ansano  picture.  Uffizi, 
Florence. 


4.  Francesco  Vanni.  Bozzetto  for  the  St.  Ansano  picture.  Worcester  Art 
Museum,  Massachusetts. 
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variation.  The  man  striding  down  cm  the  left  is  drawn  lightly  and 
freely,  the  old  man  with  precision  and  obvious  pleasure  in 
draughtsmanship.  St.  Ansano  himself  is  drawn  more  firmly, 
particularly  his  face  which  forms  the  focal  point  of  the  picture. 
The  Virgin  and  God  the  Father  are  drawn  more  distinctly  than 
the  figures  in  the  lower  portion  ot  the  drawing.  The  Virgin's  robe 
is  modelled  clearly,  God's  cloak  draped  in  sharp  folds.  This  diver- 
sity and  contrast  in  handling  lends  the  composition  an  unusual 
distinction.  Vanni  draws  in  a  variety  of  manners  without  en- 
dangering the  unity  of  the  whole.  And  although  the  strong 
influence  of  Baroccio's  draughtsmanship  is  noticeable,  Vanni's 
personal  touch  dominates  the  sheet.  Vanni  is  at  once  graceful  and 
conscious  of  form;  he  knows  how  to  combine  monumentality 
with  elegance. 

Another  drawing  in  the  Uffizi  (No.  3)6  is  very  closely  allied  to 
the  composition  just  discussed.  It  again  shows  the  man  with  his 
two  children,  and  the  kneeling  woman,  and  in  addition  a  detailed 
study  of  the  small  child  resting  in  its  father's  arms.  The  figures  are 
sketched  in  with  a  few  fresh,  strong  strokes;  many  outlines  are 
corrected  in  a  free  manner.  There  can  be  no  doubt  that  this  is  a 
preliminary  study  which  preceded  the  composition  of  the  whole. 

The  fine  drawing  in  the  Worcester  Art  Museum  (No.  4), 7 
which  came  from  the  Mariette  Collection,  differs  from  the 
Uffizi  study  in  several  ways.  The  sheet  is  slightly  larger  than  that 
in  the  Uffizi  and  carried  out  in  crayon  and  red  chalk.  The  draw- 
ing is  worked  out  in  detail  in  order  that  Vanni  could  use  it  as  his 
draft  for  submission  to  his  sponsors.  Such  highly  detailed  bozzerti 
are  frequently  found  among  Vanni's  work. 

Wherein  do  the  main  differences  between  the  Uffizi  and  the 
Worcester  drawings  lie :  The  general  arrangement  has  not  altered 
materially:  the  stairs,  the  architectural  features  on  the  left,  the 
group  of  St.  Ansano  and  the  baptized  are  all  repeated,  though 
modified.8  But  the  kneeling  woman  is  now  accompanied  by  a 
child,  who  turns  round  distracted;  the  man  on  the  right  of  the 
Saint  is  alone,  the  one  drying  himself  has  moved  from  the  left  to 
the  right  side;  behind  him  one  sees  the  half-figure  of  a  woman. 
On  the  left  there  are  two  children,  and  further  back  two  old 
people  conversing.  An  entirely  new  feature  is  the  squatting 
woman  with  a  child,  in  the  right  foreground.  Making  a  compari- 
sone  of  style,  we  see  that  the  Worcester  composition  differs  from 
the  earlier  one  in  greater  freedom  and  in  emphasis  on  narrative. 
The  monumentality  of  the  earlier  drawing  has  been  replaced  by  a 
pleasing  narrative  style  which  probably  appealed  to  the  taste  of  his 
patrons.  At  the  same  time  the  spacial  disposition  has  become  more 
complex:  the  right  side  of  the  composition,  which  was  at  first 
drawn  together  by  the  venerable  figure  of  the  old  man,  is  now 
open  and  fluid.  Also,  the  upper  sector  has  altered.  It  is  Christ  who 
now  reigns  in  the  Heavens  (as  stipulated  in  the  contract),  to  His 
right  kneels  the  Virgin  directing  attention  to  the  earthly  group 
with  her  left  hand,  while  her  right  is  held  humbly  to  her  breast. 
The  clouds  arc  peopled  by  a  pair  of  youthful  angels  to  the  left  of 
the  Saviour  and  a  swirling  putto  above  the  Virgin. 

Two  drawings  in  the  Biblioteca  Comunale  at  Siena  are  linked 
with  this  second  draft  of  the  composition.  The  first  (No.  5) 9 

•  Uffizi,  Dis.  18298  F,  chalk  on  paper,  12.3  •  17.3  cm.  The  study  of  the  volume  of 
a  capital  at  the  lower  right  cannot  be  identified  more  closely. 
'  Cf.  note  4. 

8  Vey  (op.  cit.)  not  only  raised  the  possibility  that  the  sheet  may  have  been  worked 
over  again  to  a  considerable  extent  later,  but  even  thought  that  it  might  be  dealing 
a  copy.  Apart  from  the  fact  that  Vanni's  inscription  (the  authenticity  of  which  is 
not  doubted)  makes  this  suggestion  meaningless,  the  fine,  somewhat  pedantic 
looking,  shading  and  the  highly  detailed  treatment  arc  typical  of  many  of  Vanni's 
drawings.  Also  what  Vey  calls  the  'dixhuitieme  character'  of  the  heads  is  typical 
of  Vanni. 

9  Siena,  Bibl.  Com.,  S.  III.  9,  7  r.,  pen,  bistre  and  chalk  on  paper  (which  has  become 
soiled):  19.4  ■  26.3  cm. 


consists  of  three  pen  and  two  chalk  sketches.  The  child  on  the 
left  at  the  top  corresponds  to  the  little  one  waiting  to  be  baptized 
who  is  looking  around  inquisitively  and  whom  the  mother  has 
just  presented  to  the  Saint,  in  the  Worcester  drawing.  We  have 
next,  indicated  with  quick  strokes,  the  group  of  the  man  drying 
himself,  and  of  the  woman  behind  him;  the  frame-line  is  marked 
by  verticals.  To  the  right  we  find  a  variation  on  the  figure  of  St. 
Ansano,  which  is  closer  to  the  Ufhzi  version  than  to  the  Worcester 
one.  All  three  pen  sketches  are  characterised  by  an  incisive,  lively 
and  free  manner  of  drawing.  The  two  chalk  sketches  on  this 
same  sheet  correspond  with  the  pair  of  children  to  the  left  in  the 
Worcester  drawing. 

The  other  drawing  (No.  6)'"  is  of  great  interest  in  that  it  con- 
tains a  nude  study  of  Christ.  The  Sienese  Cinquecento  masters 
frequently  used  the  Renaissance  practice  of  portraying  anatomy 
and  drapery  in  two  stages.  Vanni  shows  a  certain  similarity  in 
style  to  the  drawings  of  Alessandro  Casolani  in  his  curving  un- 
broken indication  of  contours,  and  his  somewhat  schematic  close- 
hatched  modelling.  The  two  sketches  of  the  Madonna  are  also  of 
interest.  In  these,  alternative  solutions  of  the  right  arm,  out- 
stretched (Uffizi  composition)  and  bent  (Worcester  drawing),  are 
shown;  the  version  with  bent  arm  is  emphasised  (although  a 
separate  study  of  a  hand  below  the  feet  of  Christ  obviously 
corresponds  to  the  other  solution). 

Francesco  Vanni  did  not  stop  with  the  Worcester  design  but 
availed  himself  of  the  freedom  conceded  to  him  in  the  contract 
tor  improving  and  enlarging:  the  final  monumental  work  in 
Siena  Cathedral  (No.  1)  is  proof  of  this.  Even  though  no  further 
bozzetto  has  so  far  been  discovered  we  are  able  to  follow  the 
artist's  steps  from  the  Worcester  design  to  the  oil  painting  with 
the  aid  of  two  lovely  drawings  in  the  Biblioteca  Comunale  at 
Siena.  On  one  sheet  (No.  7) 11  on  which  arc  also  three  unidenti- 
fiable sketches,  there  are  five  variations  on  the  theme  of  the 
squatting  woman  with  the  child.  The  handling  is  exceedingly 
vivacious  and  unusually  free.  Vanni  who  no  longer  appears 
satisfied  with  the  intimate  representation  of  the  motif  in  the 
Worcester  drawing  here  tries  out  several  poses.  The  one  in  which 
the  woman  takes  part  in  the  baptismal  act  looking  upwards  is 
retained  in  the  completed  work.  But  the  variation  at  the  top  on 
the  right  is  not  the  last  for  although  the  t'gure  of  the  woman 
remains  practically  unaltered  the  child  is  further  modified.  We 
see  a  bambino  closely  resembling  that  in  the  oil  painting  in  the 
second  drawing  (No.  8). 12  Though  shown  from  the  other  side,  he 
is  reminiscent  of  the  lively  child  turning  round  in  the  Worcester 
drawing  and  the  drawing  in  No.  5.  The  same  sheet  also  shows  the 
Madonna  in  the  final  pose  for  the  monumental  work,  more  full 
face  than  previously,  her  right  hand  outstretched,  the  left  across 
her  breast.  Also  on  this  sheet  there  is  a  drapery  sketch,  probably 
for  the  old  man  in  the  foreground  of  the  oil  painting,  as  well  as 
several  studies  of  hands. 

Having  followed  the  creative  process,  let  us  glance  briefly  at 
the  completed  picture,  but  without  entering  into  a  critical  dis- 
cussion of  style.  In  general  Vanni  has  introduced  more  details  and 
lessened  the  clarity  of  the  composition  even  further.  Important 
alterations  to  the  Worcester  drawing  arc:  the  replacement  bv  a 
youth  ot  the  mother  and  child  group  kneeling  in  front  of  St. 
Ansano,  and  the  bringing  into  the  foreground  of  the  two  old 
people  talking  together.  And  there  are,  in  addition,  several  new 
subsidiary  figures.  The  man  kneeling  to  the  right  of  the  Saint 
again  has  his  two  children  with  him,  as  in  the  Urli/i  composition 

10  Siena.  Bibl.  Com.,  S.  III.  10.  42V.  chalk  on  paper:  25.6  ■  18.3  cm. 

11  Siena,  Bibl.  Com.,  S.  III.  4,  41  r.,  chalk  on  paper:  27-18  cm. 

'-  Siena.  Bibl.  Com.,  S.  III.  8,  10  r.,  chalk  on  paper:  17  ■  16.2  cm.  The  initials  V.S. 
(Ventura  Salimheni)  bottom  right,  is  a  later  misleading  addition. 
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6.  Francesco  Vanni.  Studies 
for  Christ  and  the  Madonna. 
Bibl.  Comunale,  Siena. 

7.  Francesco  Vanni.  Study  for 
the  woman  with  a  child.  Bibl. 
Comunale,  Siena. 

8.  Francesco  Vanni.  Study  for 
the  Madonna  and  other  figures. 
Bibl.  Comunale,  Siena. 
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9.  Francesco  Vanni.  Study  for  the  Angel  in  A  Minn  ie  of  St.  Hyacinth.  Bibl.  Comunale, 
Siena. 

10.  Francesco  Vanni.  Study  for  the  background  of  A  Miracle  of  St.  Hyacinth,  Uffizi. 
Florence. 


and  the  Uffizi  drawing  No.  3 ;  the  two  children  have  disappeared 
from  the  left  foreground,  the  pair  of  angels  next  to  Christ  is  given 
more  prominence,  the  putto  formerly  above  the  Virgin  now  flies 
beneath  her  feet.  Many  features  which  were  deeply  felt  and 
expressed  with  greater  spontaneity  in  the  drawings  have  become 
somewhat  cold  and  stilted  in  the  painting.  Thus  St.  Ansano  has 
lost  his  youthful  grace,  and  the  woman  with  the  child  in  the  fore- 
ground has  taken  on  an  almost  wooden  character.  Admittedly 
the  rich  and  brilliant  colouring  compensate  to  a  certain  extent, 
even  if  the  homogeneity  is  lacking.  The  St.  Ansano  picture, 
which  owes  much  to  Baroccio,  shows  Vanni  in  conflict  with  more 
advanced  forces,  a  conflict  which  he  was  soon  to  resolve  for  him- 
self in  undramatic  manner.13 

The  second  painting  to  which  attention  is  here  drawn  is  the 
Miracle  of  St.  Hyacinth  of  1600  in  S.  Domenico  in  Siena  (No.  1 1). 14 
This  magnificent  composition,  which  has  always  been  admired, 
portrays  a  legend  which  appeals  to  the  imagination:  the  Polish 
Dominican  monk  rescues  the  Host  and  a  miraculous  statue  of  the 
Virgin  from  Kiev,  while  the  city  is  being  stormed  by  the  Tartars. 
St.  I  [yacinth  walks  peacefully  across  the  waters  of  the  Djneper, 
and,  on  the  cloak  spread  out  behind  him,  the  brothers  of  his 
Order  glide  across  the  waves  of  the  stream.  In  the  background 

13  Cf.  Venturi  op.  cit.,  p.  1054. 

14  Cf.  Voss  op.  cit.,  p.  512;  Venturi  op.  cit.,  p.  1062  ff;  Brandi  op.  cit.,  p.  76; 
Celandroni  op.  cit.,  Cat.  p.  140  ff. 


we  see  the  burning  town  overrun  by  warriors.  Two  angels  with 
a  censer  await  the  Saint  with  his  precious  burden,  and  a  pair  of 
flying  angels  carry  an  inscribed  scroll  fluttering  over  St.  Hya- 
cinth's head. 

Hyacinth  Odrovaz  was  canonized  in  1594  and  was  particularly 
honoured  in  Dominican  Siena.  In  1600  Vaimi's  half-brother, 
Ventura  Salimbeni,  painted  a  series  of  frescoes  in  the  Sienese 
Church  of  S.  Spirito  in  honour  of  the  Saint,  and  Francesco  Vanni 
produced  a  large  canvas  for  the  St.  Hyacinth  altar  of  this  church 
illustrating  a  miracle  performed  by  the  Saint.15  The  painting  in 
S.  Domenico  is  obviously  influenced  by  the  descriptive  style  of 
Salimbeni16  and  introduces  us  to  a  new  Vanni.  The  narrative 
charm  and  free  arrangement  in  space  are  equally  surprising  and 
enchanting.  Unfortunately  no  bozzetto  of  the  complete  compos- 
ition seems  to  have  been  preserved.  We  are,  however,  compens- 
ated by  four  particularly  fine  and  interesting  separate  studies. 

The  first,  a  sketch  for  the  figure  of  the  Saint  (No.  12), 17 
commands  our  admiration  through  its  free  and  vital  draughts- 
manship. The  composition  is  almost  identical  with  that  of  the 

18  Cf.  Venturi  op.  cit.,  p.  1064  f.  and  p.  1 102  ff.  Further:  V.  A.  Riedl,  Zu  Francesco 
Vanni  unci  Ventura  Salimbeni,  Mitteilungen  des  Kunsthistorischen  Institutes  in 
Florenz  Vol.  9/1,  1959,  p.  66  f. 
16  Cf.  Venturi  op.  cit.,  p.  1062. 

IT  Siena,  Bibl.  Com.,  S.  III.  I,  30  r.,  chalk  heightened  in  white  on  grey-green 
paper:  26.5  x  12  cm.  The  fact  that  this  page  belongs  to  the  painting  is  also 
recognised  by  P.  Celandroni,  op  cit.,  p.  337. 
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11.  Francesco  Vanni.  A  Miracle  of  St.  Hyacinth.  S.  Dome- 
nico,  Siena. 

12.  Francesco  Vanni.  Study  for  St.  Hyacinth.  Bibl.  Com- 
unale,  Siena. 
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painting  and  the  contours  are  treated  freely,  shading  and  high 
lighting  are  used  sparingly  and  to  good  effect.  The  monk's 
counternance,  indicated  by  only  a  few  strokes,  is  particularly 
impressive. 

No  less  brilliant  in  conception  and  execution  is  the  sketch  for 
the  statue  of  the  Madonna  (No.  14). 18  The  majestic  stature  of  the 
Mother  of  God  standing  upright,  with  her  Child,  brings  to  mind 
memories  of  sculptures  of  the  Sienese  Quattrocento.  In  fact  the 
model  used  can  be  traced  back  to  the  fine  polychrome  wooden 
Madonna  closely  connected  with  Jacopo  della  Quercia  in  the 
church  of  S.  Maria  at  Villa  a  Sesta  near  Siena  (No.  13). 19  As  this 
work  was  only  acquired  in  Siena  for  Villa  a  Sesta  in  the  second 
half  of  the  nineteenth  century  one  may  assume  that  it  was 
formerly  in  one  of  the  Sienese  churches.  It  may  be  an  old  repro- 

18  Siena,  Bibl.  Com.,  S.  III.  I,  30  r,  chalk  heightened  in  white  on  grey-green 
paper:  21.3  x  9.8  cm.  The  signature  at  the  bottom  right  'F.  Vanni'  has  been  added 
iater,  as  with  the  previous  drawing  P.  Celandroni  cites  the  drawing  (op.  c it.  p.  338) 
without  mentioning  that  it  belongs  to  the  picture. 

19  Cf.  Enzo  Carli,  Scultura  lignea  Senese,  Milano/Firenze,  1951,  p.  72,  p.  147 
(with  bibliography),  and  Plate  132.  I  am  most  grateful  to  Professor  Carh  for 
giving  me  this  photograph. 


duction  of  a  lost  statue  by  Jacopo  della  Quercia.20  However  that 
may  be,  Vanni  copied  the  statue  in  reverse,  probably  with  the  aid 
of  a  tracing.  All  the  principal  features  are  incorporated  in  the 
drawing,  though  of  course  transformed  into  the  style  of  the  artist. 
Only  the  position  of  the  child's  head  and  the  direction  of  its 
glance  are  altered,  in  view  of  the  presence  of  St.  Hyacinth.  In  the 
painting  the  statue  is  depicted  as  of  white  marble,  thus  acquiring 
a  remote  coldness  not  present  in  either  the  model  or  the  drawing. 

The  third  drawing  (No.  9) 21  is  for  the  kneeling  angel  with  the 
censer  in  the  right  foreground.  This  time  the  style  is  different;  the 
contours  arc  defined  precisely,  the  shading  achieves  rich  differen- 
tiations in  volume.  This  is  clearly  not  the  first  spontaneous  sketch 
for  the  picture  but  a  detailed  study  which  must  have  been 
preceded  by  others.  As  in  many  similar  cases  Vanni  appears  to 
have  traced  the  outlines  of  an  earlier  sketch  and  concentrated  his 
interest  on  the  chiaroscuro.  The  sharp,  angular  edges  of  the  folds, 

80  Carli,  op.  cit.,  is  inclined  to  date  the  work  as  later  Quattrocento.  Professor 
Middeldorf,  to  whom  I  am  much  obliged  for  his  help,  sees  the  Madonna  in  closer 
relation  to  Quercia. 

21  Siena,  Bibl.  Com.,  S.III.  1,  28  r,  chalk  on  yellow  paper:  18.8  ■  1  1 . 1  cm. 
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13-  School  of  Jacopo  della  Qucrcia. 
Madonna  with  Child.  Villa  a  Scsta, 
Siena. 

14.  Francesco  Vanni.  Study  for  the 
Madonna.  Bibl.  Comunale,  Siena. 


and  the  billowing  form  of  the  drapery  create  a  faceted  effect  of 
peculiar  and  abstract  charm.  By  dint  of  the  method  of  drawing 
(derived  ultimately  from  Baroccio),  the  artist  succeeds  in  render- 
ing delicate  surface  qualities  and  surprising  light  effects.  The 
figure  of  this  angel  appears  in  the  completed  picture  with  only 
slight  alterations  to  the  drapery. 

The  fourth  drawing  (No.  10)  connected  with  the  Miracle  of 
St.  Hyacinth  is  a  townscapc  111  the  Gabinetto  dei  Disegni  at  the 
Uffizi"  attributed  to  Remigio  Cantagellina.  However,  not  only 
its  relation  to  the  painting  but  also  its  style  indicate  that  it  is  the 
work  of  Vanni.  Such  tree  wash  and  pen  drawings  are  not  un- 
usual in  Vanni's  ocuvrc.  The  style  of  Ventura  Salimbeni  is  clearly 
reflected  therein.  It  is  hard  to  say  whether  Vanni  invented  the 
motif  himself  or  copied  it  from  some  picture  or  engraving.23  The 
peculiar  contours  of  the  whole  scene  would  lead  one  to'  assume 
the  latter.  The  portion  to  the  right  of  the  city  gate,  which  is 

22  Uffizi,  Dis.  6101  S,  pen,  bistre  wash,  on  (mould  stained)  paper:  19.4  ■  26.7  cm. 
I  am  indebted  to  Dr.  I.  Harth  for  knowledge  of  this  page.  She  also  recognised  thai 
it  belonged  to  Vanni's  picture. 

23  Dr.  Harth  also  considers  the  possibility,  or  even  probability,  of  a  copy. 


broken  off  inconsequentially  in  the  drawing,  takes  on  a  different 
form  in  the  painting  where  a  greater  sense  of  perspective  is 
introduced. 

The  drawings  considered  in  this  article  can  give  but  a  slight 
impression  of  the  range  of  Vanni's  talents  as  a  draughtsman.  In 
fact,  his  gifts  are  considerably  richer  than  would  appear  from 
these  drawings  alone.  Vanni  found  varied  and  often  highly 
original  solutions  to  his  problems  and  drew  with  a  technical 
facility  which  rarely  led  him  astray.  It  is  therefore  not  surprising 
that  he  was  highly  regarded  even  by  the  Carracci  who  were  so 
exacting  where  the  graphic  arts  were  concerned.  A  tar  more 
extensive  examination  would  be  required  to  determine  exactly 
Vanni's  significance  as  a  draughtsman  in  Sienese  art  around  1600. 24 

21  the  w  riter  is  preparing  an  examination  of 'The  Art  of  Sienese  Drawing  around 
1600'.  He  would  be  most  grateful  to  all  private  collectors  to  receive  .1  short  note 
concerning  any  drawings  of  Vanni,  Salimbeni,  Casaloni,  Folli,  Sorri  or  M.metti. 
Photographic  References : 

Foto  Lombardi,  Siena:  Nos.  1  <sv  u;  Gabinetto  dei  Disegni,  Firenze:  No.  2; 
Pineider,  Firenze:  No.  3;  Worcester  Art  Museum:  No.  4;  Prof.  E.  Carlt,  Siena: 
No.  13;  Dr.  I  Harth,  Firenze:  No.  10;  Author's  own  photographs:  Nos.  5.  r>,  7, 
8,  9,  12,  14. 
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Venetian  Globes  of  the  Seventeenl 
and  Eighteenth  Centuries 

By  Giovanni  Mariacher 


CE  L  E  S  T 1 AL  and  terrestrial  globes  abounded  in  seventeen th- 
and  eighteenth-century  Venice,  some  of  them  grandiose 
enough  to  stand  beside  the  vast  carved  bookcases  in  the  great 
libraries,  others  sufficiently  small  to  ornament  the  scientist's  or 
virtuoso's  writing  table.  They  were  to  be  found  not  only  in  the 
Biblioteca  Marciana  but  also  in  many  monastic  libraries,  notably 
that  of  the  Camaldolesi  who  had  entertained  the  famous 
cartographer,  Fra  Mauro,  in  the  fifteenth  century  and  for  whom 
G.  Cesio  made  a  pair  of  globes  in  1622  (now  in  the  Museo 
Correr).  Others  were  to  be  seen  in  many  noble  palaces,  such  as 
those  of  the  Grimani,  Barbaro,  Contarini  and  Moccnigo  families. 
And  a  famous  pair  now  in  the  Museo  Correr  was  originally  in  the 
palace  of  Doge  Francesco  Morosini,  called  *il  Peleponesiaco',  at 
S.  Stcfano.  Science  was  a  fashionable  study  in  Venice,  and  by  the 
early  eighteenth  century  small  globes  were  among  the  ornaments 
of  many  less  opulent  houses,  as  is  revealed  by  Pietro  Longhi's 
several  paintings  of  The  Geography  Lesson  (No.  1). 

Since  the  1590's,  when  Galileo  was  invited  to  Padua  by  the 
Serene  Republic,  various  scientific  and,  particularly  geographical 
studies  had  been  cultivated  in  Venetia.  In  spite  of  the  grave 
political  and  military  problems  which  perplexed  the  Republic 
in  these  years,  the  time  was  propitious  for  such  pursuits,  and 
many  noblemen  became  patrons  of  scientific  investigation. 
Andrea  Morosini,  tor  example,  welcomed  to  his  ridotto  gather- 
ings of  the  first  intellects  of  the  day — such  men  as  Benedetto 
Zorzi,  Scbastiano  Vcnicr,  and  Agostino  da  Mula.  Architects 
devoted  themselves  more  intensely  than  before  to  mathematical 
speculations  on  the  technique  of  construction  and  hydraulics. 
An  anatomy  theatre  opened  at  S.  Giacomo  enabled  doctors  to 
make  a  fuller  study  of  the  human  body.  Explorers,  maintaining 
the  traditions  of  their  great  Venetian  predecessors,  brought  back 
their  discoveries  of  distant  and  then  little-known  lands.  And,  of 
course,  the  Venetian  printing  presses  were  prompt  to  diffuse  all 
this  newly  acquired  knowledge.  Indeed,  it  was  the  printers  who 
transformed  the  art  of  making  globes  into  a  more  exact  science 
when  the  greatest  cartographer  of  the  late  sixteenth  century, 
Giacomo  Gastaldi,  came  to  work  on  the  lagoons.  (He  and 
another  pioneer  of  the  art,  G.  B.  Ramusio,  were  responsible  for 
the  splendid  maps  which  adorn  a  room  in  the  private  apartment 
of  the  Palazzo  Ducalc.) 

Into  such  a  world  was  born  the  most  lively,  subtle  and  versatile 
genius  of  seventeenth-century  Venice,  Vincenzo  Maria  Coronelli. 
His  publications  attest  his  many  interests:  almanacs,  guides, 
chronologies,  plans  and  maps,  studies  in  geometrical  and  histor- 
ical research,  and  even  a  real  Encyclopaedia,  anticipating  in  its 
conception  and  practical  realisation  the  much  later  work  of  the 
French  Encyclopaedists.  Besides  cutting  and  drawing  the  globes, 
Coronelli  also  left  us  exact  views  of  his  city  illustrated  in  Singo- 
larita  di  Venezia  and  in  L'Isolario.  Taking  his  degree  in  theology, 
young  Vincenzo  decided  early  on  a  studious  career.  He  entered  the 
the  order  of  the  Frati  Minori,  and  established  in  the  convent 
beside  the  Church  of  the  Frari  the  laboratory  which  was  to 
produce  those  celebrated  globes.  Also  gifted  with  a  very  inventive 


1.  Detail  from  The  Geography  Lesson  by  Pietro  Longhi.  Museo  Civico, 
Padua. 

and  practical  mind — we  need  only  recall  that  it  is  to  him  we  owe 
various  ingenious  mechanical  discoveries  in  hydraulics,  studies 
on  the  deviation  of  rivers,  and  the  system  of  fortifications, 
consisting  of  the  famous  niurazzi',  which  still  defends  the  lagoon 
from  the  fury  of  the  sea — Coronelli  succeeded  in  making  globes 
hitherto  unequalled  for  their  size  and  technique.  Globes  were 
previously  made  in  fairly  modest  proportions,  often  of  engraved 
metal,  and  only  afterwards  covered  with  paper  which  was  hand- 
painted  and  later  printed.  In  Italy  there  were  laboratories  that 
specialised  in  this  work  in  Florence  (under  Franc.  Ant.  Rosclh)  and 
in  Venice,  where  Livio  Sanuto  had  produced  an  excellent  terres- 
trial globe.  The  Dutch  were  particularly  successful  in  this  genre 
in  the  late  sixteenth  and  early  seventeenth  centuries,  with  Blau 
making  the  globes  called  Blaviani,  as  well  as  Hondt,  and  Greuter. 

It  was,  however,  left  to  Coronelli  to  perfect  the  method 
for  printing  the  maps  on  the  surfaces  of  the  globes,  and  in  his 
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book  entitled  dei  Globi  (Venice,  1697)  he  described  the  whole 
process.  Firstly  the  framework  of  the  globe  was  made  of  care- 
fully prepared  wood  on  to  which  laminae  of  wood  were  nailed. 
The  woodwork  was  covered  with  canvas  or  coarse  linen  which 
was  coated  with  a  layer  of  plaster  to  discourage  woodworm. 
The  globes  were  then  ready  for  the  maps  to  be  applied.  These 
were  engraved  and  printed  on  paper  in  segments  (usually  twelve 
in  number),  which  corresponded  with  longitudinal  sections  of 
the  earth's  surface,  and  a  pair  of  circular  caps  to  represent  the 
polar  regions.  The  segments  and  caps  were  cut  out  and  pasted 
to  the  surface  of  the  globe.  (Several  such  segmental  maps  are 
reproduced  in  Coronefli's  book,  and  if  this  volume  were  not  as 
rare  as  it  is  it  would  be  easy  to  fabricate  new  Coronelli  globes 
from  them !)  Atter  the  paper  was  stuck  on  it  was  in  many  in- 
stances coloured  and  invariably  given  a  coat  of  protective  varnish. 
Finally  the  whole  apparatus  was  put  inside  a  circle — generally 
made  of  gilt  metal — so  that  it  coincided  with  the  meridians 
where  the  divisions  were  marked  in  grades.  Round  the  equator  a 
wooden  circle,  which  also  served  as  a  support,  carried  another 
graduation,  as  well  as  the  signs  of  the  Zodiac  and  the  calendar: 
this  data  was  printed  on  paper  and  stuck  on,  like  the  other  parts. 

For  smaller  spheres,  the  Venetian  used  to  mould  the  surface  in 
a  different  way  with  papiermache,  over  a  plaster  model  (in  order 
to  lessen  the  weight  of  the  finished  globe  the  plaster  was  removed 
through  a  hole  left  for  the  purpose,  once  the  papiermache  had 
set).  This  technique,  too,  is  described  in  detail  by  the  author  in 
Ins  Epitome  C.ofiiio^rafica  (Part  II  of  Book  III). 

As  well  as  globes  of  modest  proportions  intended  for  private 
libraries,  several  large  ones  were  made.  Blau  had  already  built 
some  with  diameters  of  over  2  metres,  but  Coronelli  exceeded 
these.  Before  he  was  thirty  he  went  to  Parma  to  execute  a 
commission  from  Duke  Ranuccio  Farnese  for  two  globes,  a 
terrestrial  and  a  celestial,  to  be  drawn  by  hand.  Such  was  his 
success  that  the  following  year  Cardinal  Cesarc  d'Estrees  sent  for 
the  young  monk  to  come  and  work  in  Paris,  where  he  spent  a  long 
time  making  two  globes  of  the  unprecedented  size  of  nearly  4 
metres  in  diameter  and  i  s  in  circumference,  which  cost  the  large 
sum  of  100,000  French  francs  (No.  2).  Louis  XIV,  to  whom  these 
were  dedicated,  was  so  pleased  with  them  that  he  conferred  great 
honours  on  the  Venetian,  giving  him  a  gold  necklace  and  a 
pension  of  300  scudi.  Thus  it  was  that  Vincenzo  Coronelli  was 
able  in  1680  to  found  the  celebrated  Academy  of  the  Argonauts, 


2.  Engraving  of  the  globe  made  for  Louis  XIV,  from  V. 
Coronelli's  Epitome  Cosmografica. 

3.  Celestial  globe  (3J  ft.  diameter)  from  V.  Coronelli's 
1693  Paris  Atlas.  The  map  was  drawn  by  Arnoldo  Duvez 
and  engraved  by  J.  B.  Nolin.  Museo  Corrcr,  Venice. 

4.  Detail  of  the  inscription  on  No.  3. 


-I 


171 


5.  Terrestrial  globe  (3.',  ft.  diameter)  from 
the  1688  edition  of  V.  Coronelli's  Atlas. 
Museo  Correr,  Venice. 

(>.  Detail  of  the  inscription  on  No.  5. 

7.  Terrestrial  globe  (U  ft.  diameter)  from 
V.  Coronelli's  1699  Atlas.  The  carved, 
painted  and  gilt  wood  support  appears  to 
have  been  made  for  this  globe  in  the  early 
eighteenth  century.  Francis  Stonor  Collection, 
London. 

8.  Celestial  Globe  (pair  to  No.  7). 

9.  Detail  of  the  inscription  on  No.  7.  The 
arms  are  thought  to  be  those  of  the  Due 
d'Aremberg. 
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intended  to  protect  and  encourage  geometrical  and  cosmograph- 
ical  studies.  This  Academy,  anticipating  by  a  few  score  years,  the 
Cosmographical  Society  of  Nuremberg,  published  maps,  charts, 
views  and  geographical  studies  as  well  as  the  actual  globes.  The 
picture  of  a  land  and  water  globe  surmounted  by  the  motto  'Plus 
Ultra'  was  its  appropriate  emblem,  the  Doge  was  nominated 
protector  of  the  Academy  and  its  success  was  such  that  it  soon 
came  to  number  more  than  200  members,  many  of  them  abroad, 
in  Paris,  Rome  and  other  Italian  cities.  The  Serene  Republic 
nominated  Coronelli  as  its  official  cosmographer,  conceding  him 
the  privilege  of  printing  his  great  Atlas. 

The  career  of  the  industrious  Venetian  is  too  well  known  for  us 
to  recapitulate  here  its  various  stages,  or  to  describe  the  extraordin- 
ary variety  of  its  output.  It  should,  however,  be  stated  that  his 
globes  varied  in  size  from  the  gargantuan  examples  of  4  metres 


diameter  (the  ones  in  Paris)  to  pocket  editions  of  barely  5  cm. 
diameter.  Modern  students  of  the  subject  have  compiled  a  cata- 
logue and  tried  to  locate  as  large  a  number  as  possible  of  these 
globes,  in  various  public  and  private  collections  all  over  the 
world.  We  know,  in  fact,  that  Coronelli  also  made  globes  for 
Pope  Innocent  XII,  for  the  Court  of  Vienna  and  for  other 
illustrious  clients.  Terrestrial  globes  dating  from  1688  and  1689 
are  the  most  frequent;  the  celestial  ones  date  back  to  1693  at  tnc 
earliest,  and  some  to  1699.  A  recent  catalogue  (edited  by  Bonelli 
of  the  Museo  di  Storia  della  Scienza  in  Florence),  which  is  the 
fullest  yet  to  have  been  published,  deals  only  with  globes 
extant  in  Italy  and  numbers  in  all  29  pairs  besides  a  tew  isolated 
terrestrial  ones.  An  estimate  of  so  much  work,  in  the  light  of 
modern  opinion,  illustrates  the  inventive  genius  of  Coronelli 
rather  than  any  genuine  increase  of  knowledge  in  the  realm  of 
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geographical  research,  where  he  substantially  kept  faith  with  the 
Copernican  system.  However,  the  pages  written  for  the  Atlante 
Veneto,  printed  in  1693,  prove  that  he  was  perfectly  up-to-date  in 
the  explorations,  travels  and  treatises  of  his  time.  Thus  the  globes 
he  has  left  us  have  a  documentary  value,  quite  apart  from  their 
obvious  technical  interest.  It  is  interesting  to  re-read  what  the 
author  himself  writes  (in  the  Epitome  Cosmograjica)  about  the 
special  experiment  he  carried  out  in  Paris.  The  two  monumental 
pieces  built  there  were  technically  perfect  and  in  spite  of  their 
great  size  could  be  rotated  by  the  flick  of  a  finger,  and  a  door 
which  could  be  shut  'without  any  crack  being  visible'  could 
comfortably  admit  30  people.  The  celestial  globe  was  painted  in 
colours  with  great  skill  by  the  painter  Gian  Battista  Cornelio  and 
was  inlaid  with  stars  of  gilt  brass.  It  was  Coronelh's  habit  on  his 
globes  to  complete  his  drawings  with  written  captions  distributed 
about  the  surface.  Of  these  inscriptions,  re-printed  in  the  Epitome, 
some  are  of  great  interest,  concerning  the  customs  of  nations,  the 
dates  of  discoveries,  travels  and  explorations  of  particular  im- 
portance such  as  the  voyage  of  Magellan,  the  exploration  of  the 
Nile  and  so  on.  The  globes  were  generally  mounted  on  supports 
of  various  kinds  and  shapes,  as  we  can  see  in  an  illustration  left  by 
the  maker.  They  were  mostly  made  of  wood,  sometimes  fixed 
on  a  single  pivot  and  a  circular  base,  sometimes  inserted  into  an 
external  octagonal  circle  and  mounted  on  columnar  supports, 
which  were  often  carved  in  the  form  of  caryatids  or  Atlantes. 
Unhappily  it  is  rare  for  globes  to  have  survived  intact  with  their 
original  supports. 

In  the  light  of  these  considerations  we  are  better  able  to  consider 
the  two  fine  examples  in  a  perfect  state  of  preservation  in  the 
Francis  Stonor  Collection  in  London  (Nos.  7  and  8).  They  belong 
to  the  rare  pieces  dating  from  1699  of  which  few  are  known  in 
Italy.  As  is  usual,  they  are  a  pair,  one  being  dedicated  to  the 
earthly  sphere  and  the  other  to  the  celestial,  and  they  arc  the  1  \ 
foot  diameter  type.  The  fine  mounting,  which  probably  dates 
from  the  early  eighteenth  century  consists  of  a  circular  foot, 
supporting  on  a  pivot  the  metal  meridian  circle.  Four  human 
figures  support  each  globe,  and  are  in  the  form  of  caryatids  end- 
ing in  scrolls  where  they  join  the  base.  The  wooden  ring  at  the 
equator  is  octagonal  externally  and  carries  the  usual  inscriptions. 
The  whole  support  perfectly  preserved  is  of  finely  carved  wood, 
gilt  and  painted.  The  obvious  baroque  motives,  also  notable  in 
the  exuberance  and  richness  of  foliage,  clearly  indicate  the  date 
of  origin. 

In  1699  Coronelli  was  elected  Father  General  of  his  Order, 
anil  thereafter  dedicated  himself  to  other  activities.  Some  six 
years  later  he  printed  the  second  and  last  edition  of  the  book  on 
globes  which  also  included  the  series  of  segments  dated  1699  (and 
which  seems  to  have  been  prepared  in  that  year).  Thus  the 
wooden  supports  of  the  London  globes  were  probably  not  much 
later,  and  I  should  not  doubt  the  artist's  being  a  Venetian,  both 
for  the  lively  pictorial  style  and  the  resemblance  to  similar 
mountings,  such  as  for  example — although  on  a  more  modest 
scale — that  of  the  globe  in  the  Museo  di  Storia  della  Scienza  in 
Florence.  Another  analogous  though  much  simpler  globe  is  to  be 
seen  in  the  Museo  della  Tecnica  in  Milan,  mounted  on  four  legs  as 
on  other  globes  still  extant  today  in  Venice,  in  the  Marciana 
Library,  the  Museo  Correr  and  others,  all  dating  from  the  16XN- 
1693  period  (Nos.  3  and  s).  Finally  we  would  recall  that  the  two 
globes  111  the  special  edition  in  honour  of  Alexander  VIII  (but 
later  adorned  with  the  effigy  of  Innocent  XII)  and  today  in  the 
possession  of  the  Societd  Metalhiroica  of  Florence,  were  of  the  same 
structural  composition,  based  on  a  single  central  pivot.  It  would 
indeed  be  interesting  to  make  a  complete  study,  taking  into 
account  the  ornamental  angle  and  the  place  in  the  history  of 


furniture  of  the  design  of  the  various  supports  of  the  Coronelli 
globes.  Unfortunately  the  scarcity  of  documents,  and  above  all 
the  frequent  substitutions  during  succeeding  centuries,  make  any 
such  research  extremely  difficult.  And  it  is  obvious  that  the 
supports  of  globes  intended  for  religious  or  public  bodies  would 
be  much  simpler  than  of  those  made  for  private  clients.  I  should 
say  that  this  applied  particularly  to  the  two  globes  illustrated  here, 
which  must  have  been  intended  for  some  illustrious  personage. 
And  in  fact,  in  the  space  specially  provided  between  the  oval  of 
the  laurel  leaves  for  the  cosmographer's  signature  and  the  date 
(on  the  terrestrial  globe),  we  find  inscribed,  clearly  by  the  maker, 
the  coat-of-arms  surmounted  by  a  crown  (No.  9).  The  writing  is 
the  same  as  that  on  the  globes  of  the  same  date  inscribed  with  the 
name  of  Coronelli,  Cosmoorafo  della  Serenissima  Repubblica.  The 
earliest  catalogue  of  globes  left  by  the  Venetian  (compiled  by 
Fiorim  and  edited  at  the  end  of  the  nineteenth  century)  gave 
only  a  few  as  still  extant  dated  1699:  in  Genoa,  Florence, 
Modena,  Perugia,  Rome  and  Trieste.  None  was  recorded  abroad; 
though  Coronelli  declared  that  he  had  also  made  similar  globes 
for  the  English  Academy  and  S.  M.  Cesarca.  We  know  the  cost 
of  these  globes  to  have  been  155  Venetian  Lire.  We  can  today 
refer  the  globes  in  the  Stonor  Collection  to  the  small  group  cata- 
logued by  Bonelli  in  Italy  as  belonging  to  the  same  1699  edition: 
one  pair,  celestial  and  terrestrial,  is  in  the  Marucelliana  Library  in 
Florence,  a  terrestrial  globe  is  in  the  same  city  in  the  National 
Library  (the  celestial  one  dates  from  1696),  and  finally  another  pair 
is  divided  between  the  Vittorio  Emanuele  Library  in  Rome 
(terrestrial  globe)  and  the  Astronomical  Observatory  at  Monte 
Mario.  This  last,  in  a  fairly  good  state  of  preservation,  is  also 
inscribed  with  a  dedication  to  Alvise  Paolucci  of  Modena. 

From  a  technical  point  of  view  the  two  English  globes  appear 
to  have  been  made  according  to  the  methods  and  the  consum- 
mate experience  of  a  Coronelli  already  nearly  at  the  end  of  his 
career  as  a  cosmographer.  The  writing  and  drawing  are  all 
clearly  legible  and  correspond  to  the  famous  Book  on  Globes. 
Here  too  we  see  an  interesting  anticipation  of  the  year  1700 
concerning  the  equinox,  as  noted  in  one  of  the  author's  captions: 
'The  Numbers  accompanying  the  stars  calculated  in  the  year 
1700'.  In  the  above-mentioned  book,  on  the  page  with  the 
already-prepared  segments,  the  laurel  oval  with  the  signature  and 
the  date  1699  can  clearly  be  seen,  but  without  the  coat-of-arms 
above,  which  was  occasionally  added.  Apart  from  the  rarity  of 
the  pieces,  it  is  interesting  to  note  that  this  edition  contains  all  the 
most  up-to-date  knowledge  about  our  planet,  in  particular  the 
explorations  in  Africa  and  North  America,  including  the  course 
of  the  Mississippi. 
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Vincenzo  Pacetti 


Hugh  Honour 


PR  I  N  CE  of  the  Academy  of  St.  Luke,  five  times  Regent  of  the 
Virtuosi  della  Rotonda,  a  friend  of  the  leading  artists  and 
connoisseurs  of  the  day,  Vincenzo  Pacetti  was  a  figure  of  some 
importance  in  the  artistic  life  of  late  eighteenth-  and  early 
nineteenth-century  Rome.  He  was  a  carver  of  great  accomplish- 
ment and  a  stuccatore  of  rare  delicacy  who  was  constantly 
employed  on  commissions  for  Roman  churches  and  palaces  during 
the  last  three  decades  of  the  century.  But  soon  after  his  death,  on 
28th  July,  1820,  he  seems  to  have  been  forgotten.  When  Antonio 
Nibby  wrote  his  great  guide  to  RomaModerna  in  1839  he  mention- 
ed Pacetti's  name  only  once,  and  nearly  all  subsequent  historians 
of  Italian  art  have  ignored  his  work.  The  reasons  for  this  neglect 
are  not  far  to  seek.  Although  he  was  probably  the  most  promising 
of  the  young  sculptors  in  Rome  at  the  time  of  Canova's  arrival 
in  1779,  and  was  friendly  with  such  notable  neo-classicists  as 
Gavin  Hamilton,  Antonio  Maron  and  Antonio  Asprucci,  he 
worked  for  the  greater  part  of  his  career  in  a  retardataire  rococo 
style.  Moreover,  his  fame  as  a  sculptor  was  eclipsed  by  his 
notoriety  as  a  restorer  and  by  the  reputation  enjoyed  by  his 
younger  brother  Cannllo  who  developed  a  true  neo-classical 
manner.1  Yet  his  works  are  of  considerable  interest  to  the 
historian,  not  only  as  examples  of  the  type  of  sculpture  in  vogue 
in  Rome  just  before  Canova  came  into  the  ascendant,  but  also 
for  their  own  aesthetic  merits.  And  thanks  to  a  diary  which 
Pacetti  kept  from  1773  to  1803 — preserved  in  the  Biblioteca 
Alessandrina,  Rome — thev  may  be  documented  more  amply 
than  those  of  any  of  his  contemporaries,  Canova  alone  excepted.2 
Vincenzo  Pacetti,  the  son  of  a  gem-engraver,  Andrea  Pacetti, 
was  born  on  3rd  April,  1746.  He  probably  received  his  initial 
artistic  education  from  his  father  and  in  1762  won  a  prize  for 
sculpture  at  the  Academy  of  St.  Luke.  On  28th  April,  1766,  he 
was  apprenticed  to  Pictro  Pacilli,  a  sculptor  who  had  begun  his 
career  by  providing  somewhat  ponderous  statues  and  reliefs  for 
Roman  churches  but  had  turned  by  this  date  to  the  more  lucrative 
work  of  restoring  antiques/1  In  November  of  the  same  year, 
Pacetti  obtained  a  third  prize  at  the  Academy  for  a  relief  of 
Pharaoh  Receiving  Jacob  and  Joseph,  a  heavy  and  undistinguished, 
though  by  no  means  incompetent,  performance  111  the  late 
baroque  tradition,  which  won  less  favour  with  the  judges  than  a 
classicizing  relief  by  Filippo  Tagliolini  and  an  elegant  Frenchified 

1  Stcfano  Ticozzi  in  Dizionario  degli  Architetti,  Scultori,  Pittori  .  .  .  Milan,  1X30-3, 
vol.  iii,  p.  81  treats  Vincenzo  Pacetti  solely  as  a  restorer  but  publishes  a  long  account 
of  Camillo's  original  works.  J.  Cassirer  in  Jahrbuch  der  Preuddischen  Ktmstsamm- 
lungen,  Vol.  xliii,  1922,  p.  65  ff.  investigated  Vincenzo's  activity  as  a  collector  of 
drawings;  there  is  a  very  brief  biography  of  him  in  Thieme-Becker  (Vol.  26).  The 
best  modern  account  of  hini  is  by  V.  Golzio,  Le  Terrecotte  della  R.  Accademia  di 
S.  Lnca,  Rome,  1933,  pp.  21-23,  based  on  G.  A.  Guattani:  Mcmorie  Enciclopediche, 
Rome,  1808  (?),  Vol.  iii,  p.  85  ff. 

2  Giornale  di  I  'incenzo  Pacetti  dall'  anno  1 773  fnio  all'  anno  1 803,  Biblioteca  Alessand- 
rina, Rome,  MS.  321.  This  MS.  was  used  by  K.  Cassirer,  op.  tit.  He  also  refers  to 
its  continuation  covering  the  years  from  1803  to  1H20,  then  111  the  possession  of  the 
Signorine  Biondi-Pacetti,  but  I  have  not  been  able  to  trace  this  document.  I  should 
like  to  thank  the  authorities  of  the  Biblioteca  Alessandrina  and  those  of  the 
Biblioteca  Marciana  for  arranging  for  me  to  consult  the  MS.  in  Venue.  I  hope  to 
devote  a  further  article  to  the  information  on  other  artists  contained  in  tins  diary. 

3  For  Pacilli  see  A.  Riccoboni:  Roma  neW  Arte:  La  Sciiltura,  Rome,  1942,  p.  513. 
He  was  responsible  for  restoring  the  famous  Aphrodite,  now  at  New  In  I  [all, 
acquired  in  Rome  from  Thomas  Jenkins  by  William  Weddell  in  176s.  see  A. 
Michaelis:  Ancient  Marbles  in  Great  Britain,  Cambridge,  1882,  p.  527  ff. 


relief  by  the  Piedmontese,  G.  A.  Berncro.  For  the  next  six  years 
Pacetti  served  in  Pacilli's  studio,  presumably  helping  his  master  in 
the  humdrum  work  of  supplying  noses  and  ears  to  defaced 
busts,  and  marrying  heads,  arms  and  legs  to  antique  torsos.  So 
far  as  is  known,  he  carved  only  one  original  work  in  this  period, 
a  relief  of  St.  Philip  Ncri  for  the  church  of  S.  Onofrio  which  can 
no  longer  be  traced.4 

Pacilli  died  in  1772,  and,  in  April  of  the  following  year,  Pacetti 
took  over  his  studio,  together  with  its  stock  in  trade  of  antiques 
for  which  he  paid  the  restorer's  widow  by  instalments.  Also  in 
April,  1773,  he  won  the  first  prize  for  sculpture  in  the  Concorso 
Balcstra  with  a  terracotta  group  of  Achilles  and  Penthesilea  which, 
he  said,  secured  for  him  'gran  applauso  di  tutto  il  pubblico'.  It 
seems  probable  that  the  subjects  for  the  painters  and  sculptors 
entering  this  competition,  drawn  from  Greek  mythology  and 
not,  as  was  usual,  the  Bible,  were  set  by  Mcngs  who  was  Prince 
of  the  Academy  when  they  were  announced.5  Pacetti  prudently 
modelled  his  group  on  the  antique  Menelaus  and  Patroclus  in  the 
Loggia  dei  Lanzi  at  Florence,  but  he  was  unable  to  refrain  from 
treating  it  in  a  rococo  manner,  giving  an  upward  tilt  to  Achilles' 
head,  putting  a  ruffled  cloak  around  his  shoulders  and  placing  the 
two  figures  on  a  mouvemente  base  decorated  with  armour  and 
drapery  (No.  1). 

Pacetti's  Giornale  opens  significantly  with  the  remark:  'In  the 
year  1773  the  month  of  April,  I  ceased  to  be  employed  as  an 
assistant  (giovane)  and  began  to  be  the  principal  in  the  studio  of 
Sig.  Pacilli  having  a  figure  to  restore  for  Sig.  Conti  and  two 
other  small  ones  for  Sig.  Amilton  (Gavin  Hamilton)'.  Much  of 
his  time  during  the  next  three  years  was  to  be  spent  in  restoring 
antiques  and  making  large  and  small  copies  of  them.6  His  only 
important  original  work  was  the  monument  to  Emanuele  de 
Fonscca  for  the  Cathedral  at  Valletta,  an  exuberant  late  baroque 
affair,  with  a  trumpeting  fame  and  a  genius  backed  by  a  pyramid, 
which  clearly  owes  a  debt  to  Pietro  Bracci  though  it  lacks  his 
sophisticated  refinement7  (No.  2).  He  was  much  in  demand  as  a 
stuccatore,  providing  stucco  statues  for  S.  Maria  in  Costantinopoli 
(which  were  destroyed  during  the  Revolution),  allegorical  figures 
to  decorate  a  catafalque  placed  in  S.  Luigi  dei  Francesi  for  the 
requiem  for  Louis  XV,  and  similar  statues  to  ornament  Piazza 
Colonna  and  Palazzo  Ruspoli  on  the  occasion  of  the  visit  of  the 
Archduke  Maximilian  of  Habsburg.  He  also  records  that  he  made 
a  terracotta  hoz~etto  for  a  statue  of 'la  scultura  in  atto  di  riposo' 
and  some  portraits  probably  terracotta  reliefs  like  that  now  in  the 
Musco  di  Palazzo  Venczia. 

1  On  1st  [une,  1791,  Pacetti  mentioned  in  his  diary  that  he  had  sent  an  assistant  to 
clean  this  relief,  his  'pmo.  opera  in  marmo'  which  had  been  executed  18  years 
earlier;  but  the  numerals  are  indistinct  and  could  be  read  as  28. 

5  See  Golzio,  op.  cit.  p.  24;  Giuseppe  Martini  of  Lucca  also  obtained  a  first  prize  in 
this  competition  but  his  name  was  placed  below  that  of  Pacetti  and  his  model  has 
been  lost. 

6  Among  the  several  small  copies  of  antiques  in  clay  or  wax  was  one  of  the  Farnese 
Flora  commissioned  by  the  bron:ista  Giacomo  Zoffoli  who  seems  to  have  special- 
ised 111  producing  small  bronzes  of  antique  statues.  Two  of  Zoffoli's  bronzes,  of 
the  Capitoline  Flora  and  the  Farnese  Agrippina  are  in  the  collection  of  Mr.  Anthony 
M.  Clark  to  whom  I  am  indebted  for  information  about  them.  A  set  of  four 
statuettes  by  Zoffoli,  including  the  Farnese  Flora,  is  in  the  Ashmolean  Museum. 

7  c.f.  Bracci's  monuments  of  Cardinal  Fabrizio  Paolucci  111  S.  Marccllo  (1726)  and 
Cardinal  Millo  in  S.  Crisogono  in  Trastevere. 
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1.  Achilles  and  Penthesilea,  the  terracotta  group  with  which  Vincenzo  Pacetti  won  the  first  prize 
in  the  Concorso  Balestra  in  1773.  Accademia  di  S.  Luca,  Rome.  Photograph :  Gahinetto  Fotografico 
Nazionale. 

2.  Monument  to  Emanuele  Pinto  de  Fonseca,  Grand  Master  of  the  Knights  of  Malta:  Pacetti's 
first  important  commission,  carved  in  1774-5.  Cathedral  of  St.  John,  Valletta. 

3.  The  Pyrric  Dance,  stucco  relief  by  Vincenzo  Pacetti,  copied  from  an  antique  carving,  1776-8. 
Villa  Borghese,  Rome. 

4.  Putti,  modelled  in  stucco  by  Vincenzo  Pacetti  in  1781  for  the  Stanza  dell'  Ermafrodito  in  the 
Villa  Borghese,  Rome.  Photograph :  Vasari,  Rome. 


There  is  a  gap  in  Pacetti's  journal  from  the  end  of  1776  to 
November,  1778, 8  but  during  this  period  he  began  work  on 
what  was  to  prove  the  most  important  commission  of  his  whole 
career:  a  large  series  of  reliefs  in  marble  and  stucco  for  the  Villa 
Borghese.  The  villa  was  then  being  redecorated  for  Prince 
Marcantonio  Borghese  under  the  direction  of  the  architect 
Antonio  Asprucci  who  commissioned  a  team  of  painters  and 
sculptors  to  enrich  its  walls  and  ceilings."  Pacetti's  contributions 
to  this  remarkable  complex  of  late  rococo  and  neo-classical 
decoration  were  in  three  different  styles.  On  two  occasions  he 
produced  classical  pastiches  derived  from  antique  models — the 
reliefs  in  the  Stanza  del  Vaso  and  the  Pyrric  Dance  in  the  seventh 
room  (No.  3).  Elsewhere  on  the  ground  floor  his  works  have  a 
late  baroque  flavour.  His  amorini  in  the  Stanza  del  Ermafrodito, 
for  example,  are  closer  to  the  putti  modelled  by  Antonio  Raggi 
in  the  Gcsu  a  century  earlier  than  to  those  which  Canova  was  to 
produce  within  a  few  years  (No.  4).  On  the  upper  floor,  however, 
in  the  room  decorated  with  paintings  on  the  walls  and  ceiling 
bv  Gavin  Hamilton,  he  carved  four  marble  reliefs  in  a  fully 
developed  neo-classical  style  (No.  5).  These  reliefs  are  almost 
unique  in  his  ocuvrc  and  it  seems  highly  probable  that  they  were 
based  on  designs  provided  by  Hamilton  who  naturally  took  a 

H  A  loose  sheet  of  wedding  expenses  slipped  into  the  Gioritale  reveals  that  Pacetti 
married  the  \(i  year  old  Teresa  Gonzalez  on  the  21st  November,  1777.  Teresa  may 
have  been  the  sister  of  Clementina  Gonzalez  whom  Lorenzo  Pecheux,  the  painter, 
married  in  1773.  If  so  this  might  explain  the  elose  friendship  between  Vincenzo 
Pacetti  and  Pecheux,  who  is  frequently  named  as  a  correspondent  in  the  Ciornale 
(see  L.  C.  Bollea:  Lorenzo  Pecheux,  Tnrm,  1942,  p.  378). 

;i  The  other  sculptors  included  Agostino  Penna,  Masimiliano  Laboureur,  Francesco 
Carradori,  Tonimaso  Right,  Luigi  Salimeni,  Cesare  Agnatti  and  Peter  Rudiez.  Sec 
E.  Q.  Visconti :  Scttlture  del  Palazzo  delta  I  'ilia  Borghese  delta  Pinciana,  Rome,  I7<X>,  i" 
the  compilation  of  which  Pacetti  assisted. 
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5.  Apollo  carved  in  yellow  marble  by  Vincenzo  Pacetti,  1782-4.  Villa  Borghese,  Rome.  Photograph :  Gabinetto  Fotografico  Nazionaic. 


6.  Monument  to  A.  R.  Mengs,  marble,  carved  by  Vincenzo  Pacetti  1784-5.  SS.  Michele  e  Magno,  Rome.  Photograph  :  Bihlioteca  Hertziana. 

dancing  angels  for  the  high  altar  of  S.  Salvatorc  in  Lauro — a  gay 
and  elegant  work  which  would  provide  a  singularly  thorny 
problem  of  dating  if  it  were  not  documented  (No.  10). 

In  1784  Pacetti  obtained  the  commission  for  the  monument  to 
A.  R.  Mengs,  for  the  church  of  S.  Michele  in  Borgo,  which  was 
to  win  him  considerable  renown  (No.  6).  Christopher 
Hewetson,  the  Irish  neo-classical  sculptor  who  had  already 
provided  a  bust  of  Mengs  for  the  Pantheon,  had  expected  to 
execute  this  monument,13  and  it  is  therefore  surprising  to  find 
that  Pacetti's  work  owes  little  to  the  artistic  theories  of  the  painter 
it  commemorates.  It  is,  indeed,  in  the  late  baroque-rococo  tradition 
with  coloured  marbles,  swags  of  bronze  flowers  above  the 
inscribed  tablet,  and  two  genii  supporting  a  cameo  portrait  on 
top.  The  composition  of  the  upper  part  owes  something  to 
Bracci's  Zampaio  monument  in  S.  Antonio  dei  Portoghesi,  while 
the  genii  themselves  seem  to  derive  from  Camillo  Rusconi  of 
whom  Mengs  had  written  'sue  operc  sono  prii  onstosc  che 
perfetto'."  It  is  perhaps  significant  that  Pacetti  owned  the 
bozzetto  for  Rusconi's  monument  to  Alexander  Sobieski.15 

Between  1789  and  1791  Pacetti  carved  a  series  of  low  reliefs  of 
putti  for  a  newly  decorated  room  in  Palazzo  Alticri  (Nos.  7  and  8). 
The  panels  are  derived  from  various  sources — antique  paintings, 
mosaics  and  reliefs,  renaissance  plaquettes,  and  early  baroque 
carvings — and  show  putti  engaged  in  fighting,  playing  with 
animals,  fishing,  harvesting,  swinging  on  a  see-saw  and  romping 
with  stage  masks.  As  a  series  this  group  of  reliefs  gives  to  the 
room  a  Pompeian  appearance  though  the  individual  figures  have 

13  When  he  obtained  the  commission,  Pacetti  remarked  that  it  w  as  '1111  impegno 
fortissimo  per  tl  Sig.  Cristofano  Juston  e  non  c  ome  vorra  terminare'. 
"  Opere  di  Antonio  Raffaello  Mengs,  Rome,  1787,  p.  330. 

1 '  On  9th  February,  1782,  Pacetti  noted  in  his  diary:  'II  Sin;.  Cometti  .  .  .  mi  a  dato 
tin  modello  originate  del  Cav.  Rusconi  doe  il  bozzetto  del  deposito  dell  1  Cappu- 
( i  mi'.  The  present  whereabouts  of  this  bozzetto  is  not  recorded. 


great  interest  in  them."1  After  the  decoration  of  the  Villa  was 
complete,  Pacetti  continued  to  work  for  Prince  Borghcsc,  selling 
him  antiques,  restoring  marbles  in  his  collection,  providing 
designs  and  sculptural  decorations  for  two  garden  temples, 
carving  a  statue  to  stand  by  one  of  them  and  modelling  bozzetti 
for  the  prancing  sea-horses  in  the  Fontana  dei  Cavalli  Marini." 

While  he  was  working  on  the  Villa  Borghcsc,  Pacetti  found 
tune  to  fulfil  many  other  commissions.  Between  1778  and  1780 
he  carved  a  larger  than  life-sized  statue  of  the  2nd  Earl  of  Bristol 
for  his  younger  brother,  the  notorious  Earl-Bishop,  to  whom  he 
was  later  to  sell  several  antiques.1-  He  provided  two  travertine 
and  several  stucco  figures  for  the  church  of  S.  Francesco  at 
Civitavecchia.  At  the  same  time  he  was  working  on  the  heroic 
scale  statue  of  St.  Margaret  of  Cortona,  which  was  installed  in 
the  Santuario  di  S.  Margherita  on  the  top  of  the  hill  above 
Cortona  in  1781 — a  somewhat  ponderous  figure  reminiscent  of 
those  carved  for  the  nave  of  St.  Peter's  in  the  mid-century.  The 
same  may  be  said  of  the  four  statues  on  the  facade  of  S.  Trinita 
in  Viterbo,  which  were  executed  after  Vincenzo's  models  by  his 
brother  Camillo  in  1787.  In  1784  he  modelled  some  delicate  little 
stucco  angels  above  the  altar  of  S.  Maria  del  Pianto,  Rome,  and 
eight  years  later  provided  a  more  elaborate  Gloria  of  slender, 

10  Hamilton  visited  Pacetti's  studio  to  approve  the  reliefs  before  they  were  seen  by 
Asprucci.  It  seems  likely  that  he  also  supervised  the  design  of  the  two  statues 
carved  for  the  same  room  by  Agosttno  Penna  and  in  striking  contrast  with  this 
sculptor's  other  works  of  the  same  period. 

11  V.  Martinelli  in  La  Protomoteca  Capitolina,  Rome,  1955,  p.  39,  attributes  to 
Pacetti  four  reliefs  carved  for  the  base  of  a  statue  in  Villa  Borghese  and  now  in  the 
Louvre.  Rut  they  appear  to  be  those  originally  applied  to  the  base  of  the  Gladiator 
(which  was  taken  to  Paris  for  Napoleon)  and,  according  to  Visconti  (op.  (it. 
vol,  11.  p.  53),  the  work  of  Penna.  I  am  very  grateful  to  M.  Gerard  Hubert  for 
drawing  my  attention  to  them. 

12  This  statue  appears  to  be  identical  with  that,  generally  asc  ribed  to  John  Nost  the 
younger,  which  stood  outside  the  mausoleum  at  Downhill,  but  vanished  when 
that  building  was  destroyed  in  1946. 
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a  grace  and  vivacity  which  belongs  entirely  to  the  eighteenth 
century  and  is  sometimes  reminiscent  of  Clodion.  In  the  year 
that  he  began  this  work  for  Palazzo  Alticn,  Pacetti  modelled  a 
series  of  statuettes  of  Hercules  which  were  cast  in  bronze  by 
Giuseppe  Valadier  and  used  to  support  a  very  handsome  tabic  tor 
the  Vatican  Library;  perhaps  the  finest  piece  of  furniture  pro- 
duced in  late  eighteenth-century  Rome  (No.  y).  During  the 
1780's  and  '90's  he  also  executed  several  commissions  for  more 
ephemeral  works — statues  to  decorate  catafalques,  stucco  shrines 
for  the  exteriors  of  palaces — and  carved  a  gravestone  for  the 
English  landscape  painter,  Jacob  More."1 

Pacetti  enjoyed  contemporary  repute  as  a  portraitist — his  relief 
of  Mengs  was  said  to  be  a  better  likeness  than  Hcwctson's  work 
in  the  Pantheon — and  his  surviving  busts  arc  certainly  among  his 
most  attractive  productions.  They  also  illustrate  his  stylistic 
development  more  clearly  than  any  of  Ins  other  works.17  The 
earliest  is  that  of  Marco  Benefial,  carved  for  the  Pantheon 
between  1783  and  1784,  a  grandiose  portrait  in  the  late  baroque 
tradition  with  a  flowing  wig,  lace  shirt  collar,  ruffled  drapery 
around  his  shoulders  and  his  knight's  cross  (of  the  order  of  the 
Abito  di  Cristo)  dangling  on  his  chest  (No.  11).  At  about  the 
same  time  he  carved  a  bust  of  the  Pope  (Pius  VI)  for  Ancona, 
probably  that  now  in  the  Palazzo  Bianco,  Genoa,  which  derives 
inspiration  from  the  papal  busts  of  Bouchardon  and  Filippo  della 
Valle  (No.  12). 

A  considerable  stylistic  change  is  evident  in  his  next  portrait, 
the  bust  of  Pictro  Bracci  carved  for  the  Pantheon  in  1795.  The 
rococo  sculptor  is  here  shown  in  a  guise  which  would,  no  doubt, 
have  surprised  him  but  which  conforms  with  all  the  busts 
admitted  to  the  Pantheon  since  the  Benefial;  for  he  is  represented 
wearing  his  own  hair  and  with  formalised  classical  drapery  looped 
over  his  chest  and  around  his  neck.  In  the  same  year  Pacetti  began 
the  bust  of  Gaetano  Rappini  (No.  13),  his  only  marble  bust  done 
from  the  life  (the  others  were  based  on  painted  portraits),  which 
has  a  greater  vitality  of  expression  than  the  Bracci  though  it  is  no 
less  neo-classical  in  feeling.  By  the  tnid-1790's  Pacctti's  earlier 
manner  must  have  seemed  hopelessly  i>icnx  jeu  and  he  began, 
slowly  and  apparently  somewhat  reluctantly,  to  adapt  himself  to 
the  neo-classical  style.  This  is  especially  evident  in  the  large  stucco 
statues,  executed  after  his  models,  in  the  Cathedral  at  Foligno  and 

IB  In  1781  he  executed  .1  large  terracotta  statue  of  S.  Egidio  tor  Prince  Colonna. 
The  stone  for  Jacob  Morc's  grave  was  placed  in  the  Protestant  cemetery  on  the  22nd 
March,  1794.  It  does  not  appear  to  have  survived. 

17  I  have  been  unable  to  trace  three  of  Paeetti's  busts  mentioned  in  the  Giomale  and 
Guattani:  Carlos  III,  King  of  Spain,  in  bronze  (1780-1),  Cav.  Nicola  Bischi  (1800), 
and  Catherine  II  of  Russia  (c.  1804).  In  1784  he  retouched  a  low  relief  portrait  of 
Pius  VI  by  Giuseppe  Angelini  for  the  Lucatclli  family  of  Spoleto,  and  he  carved 
another  relief  portrait  of  the  same  Pope  for  the  nuns  of  S.  Anna  dc'  Funari  in  1793. 


the  somewhat  stiff  putti  on  the  monument  to  Conte  Zagnoni  of 
about  1804  in  S.  Lorenzo  in  Lucina,  Rome. 

Although  he  was  always  engaged  on  an  original  work  of  some 
kind  between  1777  and  1803,  Paeetti's  journal  reveals  that  he 
devoted  the  greater  part  of  his  time  to  antiques.  Unlike  the 
majority  of  his  contemporaries,  he  carved  few  copies;  though 
one  is  of  some  interest  on  account  of  its  unusual  subject:  the 
Colonna  Apotheosis  of  Homer  (now  in  the  British  Museum). 
Pacetti  executed  a  facsimile  of  this  work  for  Canova's  friend  and 
patron  Colonel  Campbell  (later  Lord  Cawdor)  in  1787-8,  shortly 
after  he  had  carried  out  some  small  restorations  to  and  provided 
a  frame  for  the  original."1  But  as  a  restorer  he  was  exceptionally 
prolific.  He  worked  for  numerous  patrons,  including  the  Pope, 
Gavin  Hamilton  and  several  Roman  families  (notably  the 
Borghese  and  the  Colonna),  and  engaged  in  a  round  of  tasks 
which  varied  from  the  simple  work  of  supplying  fig-leaves  for 
statues  in  the  Colonna  gallery  to  providing  limbs  and  heads, 
often  of  old  marble,  for  damaged  trunks.  His  most  famous  work 
of  restoration  was  that  done  to  the  Sleeping  Faun,  attributed  to 
Praxitilcs,  which  he  acquired  from  the  Barberini  family  in  the 
difficult  years  at  the  end  of  the  century  and  supplied  with  a 
marble  thigh  and  leg  in  the  place  of  those  modelled  in  plaster  by 
Bernini.1''  But  he  did  not  confine  his  attention  to  antiques.  In 
[785  he  repaired  the  travertine  statues  on  the  roof  of  the  SS. 
Apostoli  and  in  1795  carried  out  restorations  to  Bernini's  foun- 
tains in  Piazza  Navona.  He  was  also  an  enterprising  and  successful 
dealer  in  antiques,  acting  as  a  middleman  between  the  Roman 
nobility  and  northern  collectors  and  building  up  a  considerable 
stock  of  busts  and  statues. 

Due  mainly  to  the  trade  in  antiques,  Pacctti's  fortune  grew 
with  the  years.  He  was  thus  able  to  demand  increasingly  high 
prices  for  his  original  works.  For  the  large  monument  to  the 
Grand  Master  of  the  Knights  of  Malta  he  charged  sso  scudi  in 
1774,  but  when  he  was  asked  to  carve  another,  twelve  years  later, 
his  price  was  1,000  scudi  and  he  seems  hardly  to  have  regretted 
that  he  lost  the  commission.  Asked  to  carve  an  heroic  scale 
statue  of  a  bishop  111  1800  he  demanded  3,000  scudi,  twice  as 

,K  The  copy  can  no  longer  be  traced  (I  am  indebted  to  Mr.  Rollo  Charles  ot  the 
National  Gallery  of  Wales  for  attempting  to  trace  it).  Mr.  I).  F.  Strong  kindly 
informs  me  that  Pacctti's  frame  for  the  origm.il  is  in  the  British  Museum,  though 
not  displayed  with  the  relief.  Of  his  other  copies  the  most  important  seems  to  have 
been  that  of  an  Amazon  111  the  Vatic  an,  executed  for  the  price  of  900  scudi  for  the 
King  of  Poland,  finished  on  24th  December,  1781;.  Dr.  Jan  Bialostocki  has  kindly 
informed  me  that  the  statue  remained  in  the  Polish  Royal  Collection  until  1817 
when  it  was  bought  by  .1  certain  Canon  Werczynski.  All  trace  of  it  has  since  been 
lost. 

19  To  judge  from  the  Giornale,  Paeetti's  restorations  of  the  Faun  w  ere  limited  to 
the  'coscia  e  gamba'  (22nd  August,  1799).  D'Azeglio's  story,  in  /  mici  ricordi,  that 
Pacetti  supplied  one  arm,  both  legs  and  perhaps  the  head  is  clearly  incorrect. 
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much  as  any  other  sculptor's  estimate  for  the  same  work.  For  the 
bust  of  Pius  VI  in  1781  he  received  150  scudi:  for  that  of  Gaetano 
Kappini  he  obtained  four  times  as  much  in  1795.  But  these 
considerable  increases  111  price  cannot  be  attributed  solely  to 
Pacetti's  reluctance  to  give  to  original  work  time  which  could 
more  profitably  be  spent  on  restoration.  There  can  be  little  doubt 
that  they  also  reflect  a  general  increase  in  the  price  of  sculpture 
in  Rome  between  1780  and  1800  which  was  a  result  of  the  grow- 
ing esteem  in  which  sculpture  was  held.  For  this  one  man  is 
responsible:  Antonio  Canova. 

And  it  is  to  Canova  that  we  must  look  for  an  explanation  of 
the  change  in  Pacctti's  style  in  about  1795.  Canova  had  settled  in 
Rome  in  1781  and  within  two  years  had  secured  the  commissions 
for  two  papal  monuments,  for  one  of  which  Agostino  Penna  had 
made  a  bozzctto  which  had  been  refused.20  Naturally,  the  Roman 
sculptors  were  jealous  of  the  young  Venetian's  success — when 
Pacctti  heard  of  the  orders  for  the  Papal  monuments  he  noted  in 
his  diary  that  it  was  a  'cosa  stravagantc'.  He  inspected  both  works 
as  soon  as  they  were  unveiled  but  made  no  comment  on  them, 
apparently  choosing  to  ignore  their  astonishing  merits.  But 
Canova  could  not  be  ignored  indefinitely;  he  had  brought  about 
a  revolution  in  sculpture  and  was  soon  to  be  saluted  as  the  rescuer 
of  his  art.  Even  Pacetti  was  forced  to  bow  in  homage.  And  in 
about  1795  he  began  to  adapt  himself  to  the  neo-classical  style 
which  he  had  previously  practised  only  under  Gavin  Hamilton's 
direction  at  the  Villa  Borghese. 

In  November,  1799,  he  visited  Canova's  studio  for  the  first 
time  and  immediately  fell  under  the  spell  of  his  personality. 
Before  December  was  out  he  had  invited  him  to  join  the 
Academy  of  St.  Luke.  During  the  next  three  years  he  visited 
Canova  several  times,  duly  recording  his  admiration  for  the 
works  he  found  in  his  studio.  But  he  clearly  had  difficulty  in 
acquiring  the  new  style  and  his  monument  to  Count  Zagnoni  of 
about  1804  can  hardly  be  regarded  as  an  unqualified  success.  He 
was,  indeed,  the  last  sculptor  to  work  in  the  Roman  baroque 
tradition — an  epigone,  but  an  artist  of  great  technical  ability  and 
a  figure  of  interest  in  the  history  of  eighteenth-century  Italian  art. 


CATALOGUE  OF  WORKS 

I  have  included  in  the  following  catalogue,  which  is  arranged  geographic- 
ally, only  those  works  which  can  be  traced.  In  the  bibliographies  I  have 
employed  the  following  abbreviations:  Giornale  for  Pacetti's  MS.  Diary, 
Biblioteca  Alessandrina,  Rome,  MS.  321  (see  footnote  2)  ;  'Guattani'  for  the 
article  in  G.  A.  Guattani:  Memorie  linciclopediche,  Rome,  1808,  Vol.  iii, 
p.  85  fF.  (the  numbers  refer  to  his  catalogue);  and  'Golzio'  tor  V.  Golzio: 
Le  Terrecotte  della  R.  Accadeinia  di  S.  Luca,  Rome,  1933. 

Works  in  Italy 

CIVITAVECCHIA 

1.  S.  Francesco.  Travertine  statues  of  St.  Francis  of  Assisi  and  St.  Anthony 
of  Padua  on  the  facade;  stucco  picric  and  statues  of  Justice  and  Fortitude 
inside.  The  two  travertine  statues  were  begun  before  November,  1778  and 
finished  by  April,  1779.  On  isth  May,  1779,  Pacetti  went  to  Civitavecchia 
to  install  them  and  to  execute  the  works  in  stucco. 

Bibl.:  Giornale;  Guattani,  No.  31. 

CORTONA 

2.  Santuario  di  S.  Margherita.  Marble  statue  of  St.  Margaret  of  Cortona, 
which  Pacetti  was  commissioned  to  execute  before  November,  1 778.  The 

20  Pacetti  mentions  that  Penna's  bozzetto  for  the  Rczzoiiko  monument  was 
finished  in  November,  1776.  When  Canova  was  asked  to  join  the  Academy  he 
referred  to  a  dispute  over  the  Ganganclli  monument  with  Andrea  Bergondi,  who 
had  perhaps  hoped  to  carve  it. 


9.  Bronze  table  supported  by  figures  of  Hercules,  designed  and  cast  by 
Giuseppe  Valadier  after  models  by  Vincenzo  Pacetti,  1789-1790.  Biblioteca 
Vaticana. 

plaster  model  was  completed  on  23rd,  April,  1780,  and  the  statue  had  been 
carved  before  7th  April,  1781  when  his  parish  priest  blessed  it.  He  was 
promptly  asked  to  provide  two  more  statues  for  the  Sanctuary,  but  this 
commission  was  abandoned  in  January,  1782.  Bibl.:  Giornale. 

FOLIGNO 

3.  Duomo.  Eight  stucco  statues  in  the  nave  and  transepts  representing  the 
four  cardinal  virtues,  St.  Barnabas,  the  Blessed  Angela,  St.  Messalina  and 
St.  Heraclius.  Pacetti  was  first  asked  to  do  this  work  when  he  was  in  Foligno 
on  2nd  June,  1796.  But  when  the  architect  Andrea  Vici  commissioned  four 
statues  from  him  on  15th  May,  1797,  he  said  he  was  too  busy  to  do  them 
himself.  He  agreed  to  provide  models  for  four  statues  of  Virtues,  for  320 
scudi,  and  began  them  on  12th  July.  Giuseppe  Girometti,  an  assistant 
employed  for  the  purpose,  went  with  the  models  to  Foligno  on  3rd 
December  and  brought  the  work  near  completion  by  30th  April,  1798.  On 
8th  May  Pacetti  went  to  Foligno  to  give  the  finishing  touches  to  the 
statues  and  received  a  commission  for  two  more  for  which  he  promptly 
made  models.  Another  pair  was  then  requested  and  models  for  them  were 
sent  from  Rome  on  9th  August. 

Bibl.:  Giornale. 

GENOA 

4.  Palazzo  Bianco.  Marble  bust  of  Pope  Pius  VI  (No.  12).  This  is  probably 
the  bust  which  Pacetti  was  commissioned  to  execute  for  one  Abate 
Franceschini  of  Ancona  on  22nd  March,  1783  for  the  price  of  150  scudi, 
and  which,  with  the  help  of  intagliatori  who  carved  the  stole,  was  finished 
on  8th  October  (it  was  sent  to  Ancona  on  13th  December).  The  bust  has 
previously  been  attributed  to  Giuseppe  Ceracchi  (see  //  Settecento  a  Roma 
Exhibition  Catalogue,  Rome,  1959,  No.  146)  but  differs  widely  in  handling 
from  that  sculptor's  signed  bust  of  Pius  VI  in  the  same  collection. 

Bibl. :  Giornale. 

4a.  Accadeinia  di  S.  Luca,  Rome.  Gesso  bust  of  Pius  VI.  This  work  which 
is  first  recorded  in  the  archives  of  the  Academy  in  1830,  is  presumably  the 
model  for  No.  4  (though  there  are  slight  differences).  The  same  gesso 
probably  served  as  the  model  for  the  bust  in  the  Ospizio  of  S.  Michele 
(see  Cat.  No.  12).  It  may  also  have  been  the  gesso  which  Maron  borrowed 
from  Pacetti  in  order  to  paint  a  portrait  of  the  Pope,  believing  it  to  be 
'uno  dei  piu  simili'. 
Bibl.:  Giornale;  Golzio,  p.  35. 

LORETO 

5.  Basilica  della  Santa  Casa.  Ten  marble  gloriette  over  the  altars  111  the 
nave  and  a  wooden  statue  of  the  Madonna  over  the  organ.  On  1st  December, 
1792,  Pacetti  was  asked  by  Andrea  Vici  to  execute  four  marble  gloriette  of 
cherub  heads  and  clouds;  on  5th  January,  1794  the  price  of  100  scudi  apiece 
was  agreed;  and  on  6th  July  the  commission  was  increased  to  ten  gloriette. 
The  first  two  were  completed  by  2nd  October,  1795,  and  two  more  by 
2nd  May,  1796;  these  Pacetti  installed  above  the  altars  of  St.  Michael; 
St.  Philip  Ncri,  and  St.  Ignatius;  the  Conception;  and  St.  Francis  between 
23rd  and  25th  May.  On  13th  August  he  modelled  a  figure  of  the  Madonna 
which  was  carved  in  wood.  Two  more  gloriette  were  finished  on  28th 
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September,  1797  and  another  pair  011  iitli  August,  1802.  The  whole 
commission  had  not,  however,  been  completed  in  1808. 
Bibl.:  Giornale;  Guattani  No.  67;  Guida  di  Loreto,  Loreto,  1929,  p.  77  (one 
glorietta  reproduced  without  indication  of  its  authorship). 

ORVIETO 

6.  Duomo.  Marble  statue  of  St.  Barbara  and  travertine  statues  of  St.  John 
the  Evangelist,  St.  James,  St.  Brice  and  St.  Costanzo  on  the  facade.  Pacetti 
was  commissioned  to  execute  these,  and  also  a  marble  statue  of  the 
Immacolata,  on  10th  March,  1796,  by  Giuseppe  Valadier;  the  price  of  1,000 
scudi  was  agreed  on  13th  June;  the  four  travertine  statues  were  installed 
by  14th  December,  1797.  Pacetti  carved  and  installed  the  figure  of  St. 
Barbara  between  1803  and  1808,  but  although  he  carved  the  statue  of  the 
Immacolata  he  appears  never  to  have  sent  it  to  Orvieto. 

Bibl.:  Giornale;  L.  Fumi:  //  Duomo  di  Orvieto  e  i  suoi  rcstauri,  Rome,  1891, 
pp.  94  and  102  (quoting  from  Cathedral  accounts). 

PERUGIA 

7.  Duomo.  Altar  with  marble  heads  of  cherubs  and  lion-paw  supports, 
and  a  wooden  gloria.  The  gloria,  carved  after  a  model  by  Pacetti,  was 
completed  on  18th  February,  1797,  and  installed  above  Barocci's  Deposition 
before  5th  December.  Pacetti  was  then  commissioned  to  carve  the  marble 
decorations  for  50  scudi.  They  were  sent  to  Perugia  on  nth  January  1798. 
Bibl. :  Giornale. 

ROME 

8.  S.  Lorenzo  in  Lucina.  Black  and  white  marble  monument  to  Conte 
Giuseppe  Zagnoni  who  died  in  1803.  The  work  was  finished  before  1808. 
Bibl.:  Guattani,  No.  76. 

9.  S.  Maria  del  Pianto.  Stucco  angels  and  putti  above  the  high  altar.  Pacetti 
was  commissioned  to  execute  this  modest  work  on  23rd  June,  1784.  He 
completed  a  drawing  of  the  angels  on  25th  August,  fixing  the  price  at  80 
scudi.  The  work  was  finished  on  26th  October. 

Bibl.:  Giornale. 

10.  S.  Maria  in  Via.  Black  and  white  marble  monument  to  the  Abate 
Pietro  Antonio  Serassi  (poet  and  orator).  Pacetti  was  commissioned  to 
carve  this  work  by  the  Duca  di  Zagarolo  and  the  Duca  di  Ceri  on  28th 
July,  1791.  On  2nd  October,  Andrea  Vici  lent  him  a  medal,  presumably 
that  by  Francesco  Corrazzini  (1786),  on  which  to  base  the  portrait.  The 
model  was  finished,  and  approved  by  Vici  on  24th  December,  the  marble 
relief  was  finished  by  13th  February,  1792,  and  set  up  between  10th  and 
1 5th  April. 

Bibl.:  Giornale. 

11.  SS.  Michele  e  Magno  111  Borgo.  Marble  monument  to  A.  R.  Mengs. 
Pacetti  was  commissioned  by  Mgr.  (later  Cardinal)  G.  M.  Riminaldi  to 
carve  this  on  30th  March,  1784,  for  the  price  of  230  scudi  which  was  agreed 
on  10th  April.  On  13th  April  Pacetti  commissioned  the  intagliatore  'maestro 
Nicola'  to  carve  the  architectural  part  of  the  monument  for  70  scudi.  A 
macchietta  was  completed  by  3rd  May  and  approved  by  Antonio  Maron 
(the  disciple  and  brother-in-law  of  Mengs).  The  model  was  finished  on 
28th  May.  On  June  15th,  Pacetti  began  work  on  the  marble  which  was 
finished  by  21st  March,  17X5;  Agostino  Penna,  Alberigo  Mengs  (the 
painter's  son),  the  Cav.  G.  N.  d'Azara  and  the  Venetian  ambassador  were 
among  those  who  visited  his  studio  and  praised  the  work.  The  complete 
monument  was  set  up  between  14th  and  21st  June. 

Bibl.:  Giornale. 

12.  Ospizio  di  S.  Michele  a  Ripa  (Istituto  Romano).  Marble  bust  of  Pius  VI 
over  the  door  of  the  new  'Chiesola'.  Pacetti  was  commissioned  to  carve 
this  bust  by  Mgr.  Cazzoli  on  3  1st  December,  1793.  He  seems  to  have  based 
it  on  His  earlier  gesso  (see  No.  4),  making  slight  alterations  to  show  the 
Pope's  increased  age  (on  Xth  September,  1794,  lie  went  to  S.  Maria  del 
Popolo  to  sec  the  Pope  'per  potcrlo  far  simile  nel  ritratto  die  sto  facendo 
per  S.  Michele').  The  bust  was  finished  on  30th  November  and  installed  on 
31st  January,  1795.  A  dispute  over  the  price  was  settled  through  the 
mtermediacy  of  Penna  who  valued  it  at  400  scudi  (I  have  not  been  able  to 


10.  Stucco  angels  modelled  by  Vincenzo  Pacetti  above  the  high  altar  of 
S.  Salvatore  in  Lauro,  Rome,  1791.  Photograph :  Vasari. 

see  this  work  but  understand  that  it  is  still  in  situ). 
Bibl. :  (  iiomale. 

13.  S.  Salvatore  in  Lauro.  Stucco  angels  and  two  marble  heads  of  cherubs 
above  the  high  altar  (No.  10).  Pacetti  obtained  the  commission  for  this  work 
on  26th  July,  1791 ;  on  22nd  September  his  macchietta  was  approved  by  the 
architect  of  the  new  high  altar,  Mario  Asprucci.  He  began  the  stucco 
figures  in  the  church  on  25th January,  1792,  and  finished  them  on  1  Xth  May. 
The  marble  heads  were  finished  on  7th  November. 

14.  Vatican.  Twelve  bronze  figures  of  Hercules  supporting  a  table  in  the 
Sala  Sistina  of  the  Library  (No.  9).  Pacetti  was  commissioned  to  make  four 
clay  figures  of  Hercules  tor  200  scudi  on  17th  June,  1789,  by  Giuseppe 
Valadier.  I  le  began  work  on  them  that  October  and  finished  them  by  22nd 
)unc,  1790.  They  were  then  cast  in  bronze  by  Valadier  and  Pacetti  inspected 
(and  perhaps  reworked)  the  finished  statues  on  22nd  July  and  3rd  August. 
Bibl.:  Giornale;  C.  Cecchclli:  //  Vaticano,  Milan-Rome,  1927,  p.  379  (repr. 
but  without  an  attribution  to  either  Valadier  or  Pacetti). 

Secular  Buildings  in  Rome. 

15.  Accademia  di  S.  Luca.  Terracotta  low  relief  of  Pharaoh  Receiving  Jacob 
and  Joseph  with  which  Pacetti  won  the  third  prize  tor  sc  ulpture  at  the 
Academy  on  24th  November,  1766. 

Bibl.:  ( lolzio  p.  21. 

16.  Accademia  di  S.  Luca.  Terracotta  group  of  Achilles  and  Penthesilea  with 
which  Pacetti  won  the  first  prize  in  the  1773  Concorso  Balestra  (No.  1). 
Bibl.:  ( lolzio,  p.  22. 

17.  Museo  di  Palazzo  Venezia.  Terracotta  low  relief  portrait  of  a  man, 
inscribed:  Vincenzo  Pacetti  Rom.  F.  Pacctti's  Giornale  records  that  he  made 
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several  portraits,  probably  in  terracotta,  at  the  beginning  of  his  career, 
naming  those  of  Signora  Barbcri  (1773),  Cardinal  Zelada  (1774),  Signor  De 
Angeli  (1774)  and  the  Abate  Fazi  (1774).  He  was  paid  30  zecchini  for  the 
portrait  of  De  Angeli.  The  same  museum  owns  a  terracotta  male  nude, 
attributed  to  Pacetti  on  stylistic  grounds. 

Bibl.:  Giornale;  A.  Santangelo:  Museo  di  Palazzo  Venezia:  Catalogo  delle 
Sculture,  Rome,  1954,  pp.  78  and  89. 

[8.  Palazzo  Altieri.  A  series  of  marble  low  reliefs  of  putti  (Nos.  7  and  8). 
On  2 1st  fune,  1787,  Pacetti  was  commissioned  by  the  architect  Giuseppe 
Barbcri  to  carve  this  series  of  reliefs  for  a  fee  of  1,000  scudi,  later  reduced 
to  600.  He  received  on  4th  July  'i  sogetti  per  i  bassirilievi  di  giochi  di  putti' 
but  not  until  4th  March,  1789,  did  he  finish  his  'disegni'  for  them.  The 
reliefs  were  finished  before  19th  January,  1791,  and  installed  in  the  palace 
on  1st  April.  On  1  ith  August  payment  was  made  to  Pacetti  and  Franzoni 
who  presumably  carved  the  decorative  surround  and  supports  of  the 
chimney-piece. 
Bibl. :  ( liornale. 

19.  Protomoteca  C  Capitolina.  Marble  bust  of  Marco  Benefial.  Commissioned 
by  a  group  of  Benefial's  admirers,  the  bust  was  begun  on  12th  December, 
1 78 1  and  appears  to  have  been  based  on  a  painted  portrait  then  in  the  house 
of  'Mr.  Sodarini'  (possibly  the  self-portrait  shown  in  the  exhibition,  77 
Settecento  a  Roma,  Rome,  1959,  No.  75).  The  plaster  model  was  finished 
by  27th  January,  1783  and  the  marble  by  15th  November  when  Benefial's 
son  saw  it  and  said  that  it  was  a  good  likeness.  The  bust  and  an  inscribed 
panel  (now  lost)  were  installed  in  the  Pantheon  on  15th  March,  1784.  In 
1820  the  bust  was  transferred  to  the  Protomoteca  Capitolina. 

Bibl.:  Giornale;  V.  Martinelli  and  P.  Pictrangeli:  La  Protomoteca  Capitolina, 
Rome,  1955,  p.  61 . 

20.  Protomoteca  Capitolina.  Marble  bust  of  Pietro  Bracci.  Commissioned 
from  Pacetti  by  Virginio  Bracci  (Pietro's  son)  on  15th  September,  1794 
tor  .1  prix  d'amitie  of  60  zecchini,  the  plaster  model  was  finished  before  10th 
June,  1795,  and  the  marble  on  24th  December.  Virginio  Bracci  was 
pleased  with  the  bust  which  his  brother  declared  to  be  'similissimo'.  On 
18th  March,  1796,  Pacetti  installed  the  bust  in  the  Pantheon,  remarking 
'povera  mia  fatica  sagrificata  per  il  lume  alto".  In  1820  it  was  transferred 
to  the  Protomoteca  Capitolina. 

Bibl.:  Giornale;  V.  Martinelli  and  G.  Pictrangeli  op.  at.  p.  f>2  and  tav.  vii 
(where  the  date,  derived  from  Forcella:  Iscrizioni  .  .  .  ,  is  given  incorrectly 
as  1776). 

21.  Protomoteca  Capitolina.  Marble  bust  of  Gaetano  Rappini  (No.  13). 
Commissioned  from  Pacetti  by  Rappini  on  1  ith  October,  1795,  and  begun 
two  days  later,  the  plaster  model  was  completed  by  13th  March,  1796. 
Rappini  died  soon  afterwards  but  his  son  asked  Pacetti  to  carve  the  bust  in 
marble  tor  600  scudi  on  23rd  September  In  November  Pacetti  obtained  a 
licence  to  place  the  bust  in  the  Pantheon.  He  completed  a  model  of  the 
whole  monument  on  10th  May,  1797  and  next  January  began  to  carve  the 
marble.  Work  was  suspended  on  account  of  the  war  and  the  monument 
was  not  installed  in  the  Pantheon  until  1st  July,  1802.  It  was  transferred  to 
the  Protomoteca  Capitolina  in  1820. 

Bibl.:  Giornale;  V.  Martinelli  and  C.  Pictrangeli  op.  cit.  p.  60. 

22.  Villa  Borghese.  Small  stucco  reliefs  in  the  pilasters  on  the  entrance  wall 
and  reliefs  of  The  Sacrifice  of  Polyxena  and  Hercules  and  Iole  in  the  Gran 
Sala.  Probably  the  first  works  which  Pacetti  executed  for  the  Villa  Borghese, 
between  1776  and  1778. 

Bibl.:  E.  Q.  Visconti:  Sculture  del  Palazzo  di  17//,!  Borghese  detta  Pinciana, 
Rome,  179'),  Vol.  i,  p.  15. 

23.  Villa  Borghese.  Stucco  reliefs  of  Achilles  Hearing  of  the  Death  of  Patroclus 
and  Mercury  Weighing  the  Destinies  oj  Achilles  and  Hector  in  the  Stanza  del 
Vaso.  Antonio  Asprucci  commissioned  Pacetti  to  model  two  reliefs  of 
subjects  of  his  own  choice  for  this  room  in  October,  1779.  They  were 
completed  on  7th  April,  1780.  Visconti  records  that  the  first  relief  was 
derived  from  an  antique  m  the  Mattei  Collection  and  a  fragment  of  a 
cameo,  while  the  other  was  derived  from  an  antique  relief  of  another 
subject  and  an  'Etruscan  vase. 

Bibl.:  Giornale;  E.  Q.  Visconti  op.  cit.  p.  32. 


11.  Marco  Benefial,  marble  bust  by  Vincenzo  Pacetti,  1783-4.  Protomoteca 
Capitolina,  Rome.  Photograph :  Gabinetto  Fotografico  Nazionale. 

24.  Villa  Borghese.  Stucco  reliefs  of  Perseus  and  Andromeda  and  Zeus 
Suckled  by  the  Goat  Amalthea  and  three  small  decorative  marble  reliefs  in  the 
Galleria  (V).  This  work  was  commissioned  before  November,  1778  and 
finished  in  August,  1779.  Pacctti's  Giornale  records  that  he  also  provided  a 
model  for  a  table  for  this  gallery  in  July,  1780  and  for  two  putti  to  stand 
beneath  it  (models  completed  on  October  12th). 

Bibl.:  Giornale;  E.  Q.  Visconti:  op.  cit.  Vol.  ii,  p.  21. 

25.  Villa  Borghese.  Stucco  putti  in  the  cove  of  the  ceiling  of  the  Stanza 
dell'  Ermafrodito  (No.  4).  This  work  was  commissioned  on  20th  January, 
17S1,  begun  on  2nd  April  and  finished  on  7th  July.  Pacetti  also  carved 
marble  sphinxes  to  support  the  statue  of  the  hermaphrodite  111  this  room 
(finished  on  14th  March,  1782)  but  they  cannot  now  be  traced. 

Bibl.:  Giornale;  E.  Q.  Visconti  op.  cit.  Vol.  ii,  p.  37. 

2f>.  Villa  Borghese.  Four  stucco  reliefs  of  the  Pyrric  Dance  111  the  ceiling  of 
Stanza  VI  (No.  3).  These  reliefs,  which  arc  not  mentioned  in  the  Giornale 
were  presumably  executed  between  31st  December,  1776  and  November, 
1778.  They  arc  copied  from  a  relief  in  the  Vatican  Museum  (see  E.  Q. 
Visconti:  //  Museo  Pio  Clementina,  Milan,  1820,  Vol.  iv,  p.  56  and  tav.  ix). 
Bibl.:  E.  Q.  Visconti  op.  cit.,  Vol.  ii,  p.  52. 

27.  Villa  Borghese.  Two  stucco  ibises  on  the  north  wall  of  the  Stanza 
Egizia.  Pacetti  was  commissioned  to  model  these  on  12th  May,  1781. 
Bibl.:  Giornale;  E.  Q.  Visconti  op.  cit.  Vol.  ii,  p.  71. 

28.  Villa  Borghese.  Giallo  antico  marble  reliefs  of  Jupiter,  Venus,  Mars  and 
Apollo  (No.  5)  in  the  Stanza  di  Elena  e  Paride  (XIX).  Asprucci  commissioned 
Pacetti  to  provide  tout  large  reliefs  to  go  ewer  the  doors  of  this  room 
called  the  'stanza  di  Mon.  Hamilton'  on  ac  count  of  the  paintings  which 
Gavin  Hamilton  was  executing  for  it — on  17th  September,  1782.  Pacetti 
began  work  on  2nd  November  and  completed  the  four  models  by  10th 
January,  1784,  to  the  satisfaction  of  Hamilton,  who  probably  provided  the 
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12.  Pius  VI,  marble  bust  attributed  to  Vincenzo  Pacetti,  1783.  Palazzo  Bianco,  Genoa. 


13.  Gaetano  Rappini,  marble  bust  by  Vincenzo  Pacetti,  1795-1802.  Protomoteca  Capitolina,  Rome.  Photograph:  Gabinetto  Fotografico  Nazionale. 


designs,  Prince  Borghcse  and  Asprucci.  Pacetti  then  carved  the  reliefs  in 
giallo  antico  and  installed  them  by  2nd  August,  1784. 
Bibl.:  Giornale;  E.  Q.  Visconti  op.  cit.,  Vol.  ii,  p.  89;  L.  Fcrrara  in  Rivista 
dell'  Istitnto  Nazionale  d'Archeologia  e  Storia  dell'  Arte,  1954,  pp. 242-256. 

29.  Villa  Borghcse  Gardens.  Stone  heads  of  Hippocrates  and  Galen  on  the 
outside  of  the  Temple  of  Aesculapius  and  two  reliefs  inside;  colossal  marble 
statue  of  the  Nymph  of  Himera;  columns  for  the  Temple  of  Diana;  and 
models  for  the  Fontana  dei  Gavalli  Marini.  Pacetti,  who  had  sold  to  Prince 
Borghcse  and  restored  the  heroic  scale  antique  statue  oi  Aesculapius  in 

1785,  carved  the  heads  for  the  exterior  and  modelled  the  reliefs  for  the 
interior  of  the  temple  in  which  it  stands,  installing  them  on  2nd  December 

1786,  He  was  commissioned  to  carve  the  statue  of  the  Nymph  on  24th  July, 

1787,  finished  the  model  on  1st  November  and  installed  the  completed 
work  beside  the  Temple  of  Aesculapius  on  1 5th  July,  1790.  He  was  at  work 
on  the  Temple  of  Diana  for  which  he  made  the  design,  and  supplied  and 
restored  antique  statues  and  columns  in  1789.  On  7th  June,  1790,  he  was  at 
work  in  C.  Unterpergher's  house  on  wax  models  of  sea  horses  for  the 
Fontana  dei  Gavalli  Marini  and  finished  them  on  19th  July  (Unterpergher 
designed  this  fountain).  The  travertine  horses  in  the  fountain  were  carved 
after  Pacetri's  models. 

Bibl.:  Giornale;  Guattani  Nos.  41,  46  and  48. 
VITERBO 

30.  S.  Trinita.  Travertine  statues  of  St.  Augustine  and  another  male  saint 
(St.  Nicholas  of  Tolentino      St.  Monica  and  St.  Rita  on  the  facade.  At  the 


suggestion  of  Alessandro  Gades,  Pacetti  was  asked  to  carve  these  statues  for 
the  Augustinian  church  in  Viterbo  on  26th  July,  1786,  but  he  refused  to 
go  to  Viterbo  to  execute  them.  On  10th  May,  1787,  he  completed  machiette 
of  the  statues  and  on  14th  May  Gamillo  Pacetti  went  to  Viterbo  to  execute 
them  in  stone,  finishing  the  work  before  4th  December.  Vincenzo  received 
payment  from  the  Augustinians  on  6th  December.  On  27th  July,  1787 
Pacetti  records  that  he  was  supervising  the  carving  of  a  wooden  statue  of 
St.  Bartholomew,  copied  from  that  by  Pierre  Lcgros  in  the  Lateral),  to  be 
carried  in  processions  in  this  church. 
Bibl.:  Giornale;  Guattani,  No.  [4. 

Works  outside  Italy 

MALTA 

3  1 .  Valletta,  Cathedral  of  St.  John.  Marble  Monument  to  the  Grand  Master 
Emanuele  Pinto  de  Fonseca  (No.  2),  Grand  Master  of  the  sovereign  order 
of  the  Knights  of  Malta  from  1741  to  1773  (see  H.  Scicluna:  The  Church  of 
Si.  John  in  I  'alletta,  San  Martin,  [955,  pp.  1  13-1  14  where  the  authorship  of 
the  monument  is  unrecorded).  Pacetti  was  commissioned  to  execute  the 
monument  for  550  scudi  in  April,  1774  and  completed  the  model  in  June. 
In  October,  177s,  he  completed  the  marble,  which  reached  Malta  in  March, 
1776.  The  portrait  of  the  Grand  Master,  after  a  painting  by  Antoine  de 
Favray,  was  executed  in  mosaic,  probably  in  Rome. 
Bibl.:  Giornale. 
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A  Florentine  Mosaic 
Table  Top 

By  Erwin  Neumann 


AMONG  the  treasures  of  the  Museo  degli  Argenti  in 
Florence  is  the  splendid  table  top  decorated  in  so-called 
'Florentine  Mosaic'  (commesso  in  pietre  dure,  inlay  work  employ- 
ing thin  laminae  of  semi-precious  stones  of  various  hues),1 
which,  as  seen  above,  displays  on  its  surface  a  view  of  Leghorn 
Harbour  executed  in  this  technique.  This  table  top  has  been 
deservedly  admired  and  described  by  many  travellers  in  Italy, 
and  of  course  by  all  the  historians  of  Florentine  Mosaic  work. 
Until  now,  however,  it  has  apparently  not  been  possible  to  decide 
when  it  was  made  or  by  whom. 

A  literary  source,  apparently  not  consulted  in  this  connection, 
the  Diary  of  John  Evelyn,  2  could  possibly  help  to  solve  the  ques- 
tion of  authorship.  In  an  entry  referring  to  a  day  between  22nd 
and  25th  of  October,  1644,  Evelyn  notes:  'Here  (111  the  Utfizi, 
Florence)  were  divers  incomparable  tables  of  Pictra  Commessa, 
which  is  a  marble  ground  inlayd  with  scverall  sorts  of  marbles 
and  stones  of  divers  colours,  in  the  shapes  of  flowers,  trees,  beasts, 
birds  &  landskips  like  the  natural:  In  one  is  represented  the 
Towne  of  Ligorne,  by  the  same  hand  who  mlayes  the  Altar  of 
St.  Laurence,  Domenico  Benotti,  of  whom  I  purchas'd  19  pieces 
of  the  same  worke  for  a  Cabinet'.3  A  further  passage  111  the 
Diary,  referring  to  a  date  shortly  after  21st  May  1645,  reads: 
'The  celebrated  Masters  at  my  being  at  Florence  were  for  Pietro 
Commesso,  a  kind  of  Mosaiquc  or  inlaying  of  various  Coloured 
Marbles  &  other  more  precious  stones,  were  Domenico  Benotti, 
&  Mazzotti'.4  The  description  is  very  clear,  and  it  can  only  refer 
to  the  work  now  in  the  Museo  degli  Argenti,  the  table  top  execu- 
ted 111  Florentine  Mosaic  representing  a  view  of  Leghorn.''  It  is 

1  For  the  history  of  Florentine  Mosaic  work,  see:  A.  Zobi,  'Nodzie  storiche  sull' 
origine  e  progressi  dei  lavon  di  commesso  in  pietre  dure  .  .  .  ',  2nd  ed.,  Florence 
(1853);  H.  Weigelt,  'Florentiner  Mosaik  in  Halbedelsteinen',  in  Belvedere,  Vol.  10 
(1931),  p.  166  el  seq.;  L.  Bartoli  and  E.  A.  Maser,  '11  Museo  dell'Opificio  delle 
Pietre  Dure  di  Firenze',  Florence  (n.d.);  E.  Neumann,  'Florentiner  Mosaik  aus 
Prag',  in  Jahrbuch  der  Kunsthistorischen  Sammtungen  in  Wien,  Vol.  53  (1957),  p.  157 
et  seq.;  K.  Lankheit,  'Florentiner  Bronzearbeiten  ftir  Kurfiirst  Johann  Wilhelm  von 
der  Pfalz",  in  Munchener  Jahrbuch  der  Bildenden  Kiinst,  1956,  p.  199  et  seq.  ;  A. 
Setterwall,  'Some  Louis  XVI  Furniture  decorated  with  pietre  dure  Reliefs',  in 
Burlington  Magazine,  December  1959,  p.  425  et  seq. 

-  Hugh  Honour  has  already  pointed  out  the  importance  of  this  I  )iary  for  research 
into  Florentine  Mosaic  work  ('Pietre  Dure  and  the  Grand  Tourist',  in  The  Connois- 
seur, 141,  No.  570,  June  1958,  p.  212  et  seq.).  For  referring  me  to  the  Diary  I  am 
indebted  to  Professor  Dr.  Otto  Dennis. 

'■'  Quoted  from  the  excellent  new  edition  of  the  Diary  prepared  by  Edmond  S  de 
Beer  (Oxford,  Clarendon  Press,  1955,  Vol.  2,  p.  191). 
4  Ibidem,  p.  417. 

6  De  Beer  had  already  established  this  identity  (ibidem,  p.  191). 


unimportant  that  Evelyn  refers  to  the  town,  and  not  the  harbour, 
of  Leghorn,  for  the  whole  town  of  Leghorn  is  laid  out  in  the 
background  to  this  harbour  scene. 

According  to  Evelyn,  then,  this  table  top  was  the  work  of  a 
certain  Domenico  Benotti.6  It  is  curious  that  the  artist  does  not 
appear  in  any  of  the  relevant  literature  on  the  subject,  although 
Evelyn  tells  us  he  was  one  of  the  'celebrated  masters'  of  his  craft. 
One  could,  of  course,  question  the  factual  value  of  Evelyn's 
information,  since  it  is  known  that  the  Diary  was  not  compiled 
until  some  decades  after  the  events  described  and  on  his  return  to 
England.  But  Evelyn  was  generally  very  well  informed,  and  in 
this  case  he  had  made  personal  acquaintance  with  the  artist,  as, 
according  to  one  of  the  entries  already  quoted,  he  purchased 
from  him  '19  pieces  of  the  same  worke  for  a  Cabinet'.7  Further- 
more, the  existence  of  such  an  artist  is  confirmed  also  by  another 
traveller  to  Italy,  Balthasar  de  Monconys.  On  14th  of  June,  1664, 
in  Florence,  he  bought  two  paintings  by  Bamboccio  and  one  by 
Guido  Reni  through  the  agency  of  a  certain  Domenico  Benoti 
(sic;  who  almost  certainly  must  be  the  Domencio  Benotti 
mentioned  by  Evelyn).8  The  fact  that  Benotti's  name  does  not 
appear  in  the  lists  of  artists  of  the  Medici  court,  compiled  by 
Gori  and  Zobi,  may  be  explained  on  the  one  hand  by  the  in- 
sufficiency of  that  account  of  the  Medici  artists,  and  on  the  other 
hand,  by  the  possibility  that  the  artist  was  not  officially  in  the 
service  of  the  Grand-dukes,  but  worked  more  especially  for 
burgher  patrons.9 

A  final  verification  of  the  identity  of  the  table  top  with  the 
view  of  the  harbour  of  Leghorn  with  that  described  by  Evelyn, 
and  further  facts  about  the  artist  must  await  a  study  of  the 
archives.  For  the  dating;  of  the  work  we  do  have  as  a  terminus 
ante  quern  the  year  1644. 

6  The  earlier  edition  of  the  Diary,  prepared  by  William  Bray  (London  and  New 
York,  1907,  Vol.  1,  p.  94  and  p.  1 88)  writes  'Benotti'  and  'Benetti',  as  also  L.  Schudt 
in  'Italienreisen  im  17.  und  [8.  fahrhundert',  Vienna  and  Munich,  1959. 
'  According  to  de  Beer  this  'Cabinet'  is  still  in  the  possession  of  the  heirs  of  Evelyn, 
at  Wotton,  Surrey.  It  would  be  rewarding  to  make  a  comparison  between  the 
Florentine  Mosaic  work  of  this  cabinet  and  that  of  the  table  top,  to  establish 
whether  they  are  in  fact  by  the  same  hand. 

*  Balthasar  de  Monconys,  'Journal  des  Voyages',  1st  edition,  Lyons,  1665/6, 
Vol.  ?.,  p.  481.  I  was  only  able  to  consult  the  Paris  edition  of  1695,  in  which  the 
relevant  passage  occurs  in  volume  3,  p.  496  et  seq. 

9  The  fact  that  Paatz  was  unaware  of  the  name  of  Benotti  in  connection  with  the 
High  Altar  of  San  Lorenzo  is  not  significant  (W.  and  E.  Paatz,  'Die  Kirchen  von 
Florenz',  Vol.  2,  Frankfort,  1941,  p.  496  and  p.  513  et  seq.);  the  altar  underwent 
frequent  alterations,  and  the  collaboration  of  Benotti  011  the  altar,  mentioned  by 
Evelyn,  could  easily  refer  to  a  state  of  the  altar  of  which  any  record  is  now  lost. 
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G.  D.  Tiepolo  and 

the  Aranjuez  Porcelain  Room 


WHEN  the  Earl  of  Cork  and  Orrery  first  arrived  in  Italy  in 
1754,  he  noted  of  the  Palazzo  Reale  in  Turin  that  'amidst 
all  these  exquisite  decorations  not  one  effeminate  toy,  not  one 
Chinese  dragon,  nor  Indian  monster  is  to  be  seen,  I  mention  this 
because  many  of  our  finest  houses  in  England  are  disgraced  bv 
the  fantastic  figures  with  which  they  are  crowded'.  He  rashly 
assumed  that  mandarins,  pagodas  and  dragons  could  not  flourish 
in  the  classical  air  of  Italy.  But  the  noble  Earl  was  mistaken,  for 
Italy  succumbed  to  the  cult  for  chinoiscne  almost  as  whole- 
heartedly as  England,  France  and  Germany.  Plays  with  chinoiserie 
settings  enjoyed  a  vogue  in  Venice  where  Pietro  Chiari's  La 
Schiava  Cinesc  was  performed  in  1752,  his  Le  Sorelle  Cinese  and 
Metastasio's  L'Eroe  Cinese  in  1753,  and  Carlo  Gozzi's  Turandot  in 
1 76 1.  During  the  carnival  season  carts  bearing  Chinese  tableaux 
vivants  rattled  round  the  streets  of  Turin  and  other  Italian  cities, 
while  chinoiseric  barges  bristling  with  parasols  and  propelled  by 
coolie  gondoliers  glided  down  the  Grand  Canal  in  Venice.  In 
Rome,  the  Festa  delta  Chinea  was  celebrated  with  fireworks 
illuminating  Chinese  set-pieces  in  1758,  1760  and  1762.  And  the 
passion  for  chinoiserie  was  also  reflected  in  the  decorative  arts. 
Bizarre  japanned  decorations  had  been  applied  to  furniture  made 
at  Venice,  and  probably  elsewhere,  since  the  seventeenth  century. 
Filippo  Juvarra  designed  a  magnificent  room  panelled  with 
oriental  lacquer  and  Italian  japan  in  1732  for  the  Palazzo  Reale, 
Turin,  and  several  other  Piedmontese  palaces  and  villas  were 
enriched  with  similar  gabinetti  citiesi.  Porcelain  factories  produced 
chinoiserie  ornaments  and  crockery,  and  silk  weavers  made  use 
of  chinoiseric  designs.1  In  the  mid-centurv,  moreover,  Italian 
artists  and  craftsmen  created  three  of  the  most  exquisite  chinoi- 
serie fantasies  in  all  Europe — the  salottina  di  porcellana  at  Portici, 
the  room  frescoed  by  Giandomenico  Tiepolo  in  the  Villa 
Valmarana,  Viccnza,  and  the  porcelain  room  made  bv  Neapol- 
itan craftsmen  for  the  royal  palace  at  Aranjuez  in  Spain.  It  is  to 
these  three  rooms  that  the  present  article  is  devoted. 

The  kingdom  of  the  Two  Sicilies  seems  to  have  been  less 
susceptible  to  Chinamama  than  other  Italian  states  in  the  eight- 
eenth century,  even  though  real  oriental  youths  from  the  Jesuit 
theological  college,  founded  in  1732,  were  occasionally  to  be 
seen  in  the  streets  of  Naples.  It  therefore  seems  probable  that  the 
idea  of  creating  a  chinoiserie  porcelain  room  in  a  royal  palace 
was  less  the  reflection  of  a  fashionable  cult  than  the  whim  of 
Carlo  Ill's  queen,  Maria  Amalia.  For  she  was  the  grand-daughter 
of  Augustus  the  Strong  of  Saxony,  a  well  known  devotee  of  le  style 
chinois,  who  had  founded  the  Meissen  factory  and  dreamed  of 
building  a  palace  entirely  coated,  inside  and  out,  with  porcelain. 
Under  the  direction  of  the  chief  modeller,  Giuseppe  Gricci,  and 
the  Saxon  painter  Johann  Sigismund  Fischer,  the  Capodimonte 
factory  began  work  on  the  room  in  1757. 2  Giuseppe  Gricci  was 
assisted  by  his  brother  Stefano  and,  after  Fischer  died  in  1758  (as 
a  result  of  eating  poisonous  funghi),  the  painting  was  finished 
by  Luigi  Restilc.  In  1759  the  whole  porcelain  room  w  as  installed 

1  A  fuller  account  of  Italian  chinoiseric  will  be  included  in  Chinoiserie,  bv  Hugh 
Honour,  to  be  published  by  John  Murray,  London,  next  Year. 
1  For  the  history  of  the  Capodimonte  and  Aranjuez  rooms  see  A.  Lane:  Italian 
Porcelain,  London,  1954,  pp.  51  and  53. 


1.  A  relief  in  the  porcelain  room  in  the  Palazzo  di  Capodimonte,  Naples, 
modelled  by  Giuseppe  Gricci,  1757-1759.  Photograph:  Soprintendenza, 
Sapoli. 


in  the  Villa  Reale  at  Portici  beneath  an  appropriate  stucco 
ceiling,  and  here  it  remained  until  1865  when  it  was  removed  to 
the  Palazzo  di  Capodimonte.  The  Capodimonte  porcelain  room 
— to  use  the  name  by  which  it  is  now  usually  known — is  lined 
with  some  three  thousand  interlocking  pieces  of  porcelain.  Most 
of  the  panels  are  of  a  pure  glistening  white  paste,  but  the  inter- 
stices are  covered  by  festoons  of  flowers,  bunches  of  ribbons  and 
trophies  of  musical  instruments.  Here  and  there  rococo  frames 
enclose  groups  of  gailv  painted  Chinamen  in  slightly  higher 
relief  (No.  1).  From  the  centre  of  the  ceiling  hangs  a  great 
porcelain  chandelier,  held  in  the  paw  of  a  monkev  (a  replica  of 
one  which  was  destroyed  in  the  last  war). 

In  1759,  the  year  in  which  the  Capodimonte  room  was  com- 
pleted, Carlo  III  succeeded  to  the  Spanish  throne  and  on  October 
6th  left  Naples  for  the  last  rime.  I  le  was  follow  ed  on  his  voyage 
to  Spam  by  three  ships  carrying  44  members  of  the  Capodimonte 
factory  staff  with  their  families  and  88  tons  of  equipment, 
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including  4I  tons  of  porcelain  paste.  Little  time  was  lost  in 
finding  a  suitable  site  for  the  porcelain  factory,  which  was  built 
in  the  grounds  of  the  Buen  Retiro  Palace  in  the  outskirts  of 
Madrid.  It  was  ready  for  occupation  by  May  next  year.  The  first 
major  commission  given  to  the  new  factory  by  its  royal  patron 
was  the  creation  of  a  porcelain  room  for  the  royal  palace  at 
Aranjuez,  south  of  Madrid. Work  was  begun  on  this  room  by 
1763  and  seems  to  have  been  finished  in  1765.  One  panel  of 
porcelain  is  inscribed:  Joseph  Gricci  Delinea'1  et  Sail"  1763:  and 
the  date  Ano.  176?  appears  on  the  ceiling.  Despite  its  larger  size 
and  different  proportions,  this  room  looks  as  a  whole  similar  to 
that  at  Capodimonte.  Ribbons  and  flowers  like  those  at 
Capodimonte  cover  the  joins  between  the  porcelain  panels,  and 
large  reliefs  of  Chinamen  are  placed  between  the  windows  and 
the  looking  glasses.  A  chandelier  which  must  have  come  from 
the  same  mould  as  that  originally  at  Capodimonte  hung  in  the 
centre  (it  is  now  in  the  royal  palace  in  Madrid).  But  a  closer 
inspection  of  the  reliefs  reveals  an  essential  difference  in  style 
(Nos.  2-4). 

The  Capodimonte  reliefs  are  suffused  by  a  delightful  air  of 
fantasy,  yet  there  is  a  c?rtain  rustic  naivete  in  their  design.  1  leads 
cockle  insecurely  on  the  top  of  bodies  which  are  sometimes 
excessively  elongated  and  sometimes  ridiculously  squat  and  are 
often  contorted  into  uncomfortable  poses.  And  where  more 
than  one  figure  appears  111  a  frame  the  composition  is  usually  a 
little  awkward  (No.  1).  No  such  gauchcric  is  evident  in  the 
Aranjuez  Salon  de  Porcelana.  The  figures  are  modelled  with  a 
much  better  understanding  of  anatomy,  their  poses  are  graceful, 
the  relationship  between  the  members  of  each  group  is  caref  ully 
integrated,    and    the   compositions   are    skilfully  controlled. 


Whereas  the  joins  between  the  various  pieces  of  porcelain  in  the 
background  of  the  Capodimonte  reliefs  arc  disguised  in  a 
clumsy  manner,  those  in  the  Aranjuez  reliefs  are  cunningly 
concealed  behind  appropriate  elements  of  the  composition- 
such  as  a  boy's  sash,  the  feather  in  a  hat,  the  end  of  a  piece  of 
rope  fastening  a  swing  to  a  tree,  or  a  sprig  of  some  weird  plant. 
Above  all,  the  Aranjuez  reliefs  have  a  sophisticated  elegance 
which  marks  them  as  the  product  of  a  different  artistic  tradition 
from  that  of  Naples.  Indeed,  if  it  was  not  known  that  Giuseppe 
Gricci  was  the  modeller  responsible  for  both  scries  it  might  well 
be  supposed  that  the  figures  in  the  two  rooms  were  the  work  not 
only  of  different  artists  but  of  different  schools. 

The  Aranjuez  reliefs  are,  in  fact,  closer  in  style  and  feeling  to 
the  Chinese  room  frescoed  by  Giandomenico  Ticpolo  111  the 
Villa  Valmarana  ai  Nani,  Vicenza,  than  to  the  porcelain  figures 
in  the  Capodimonte  salottina  (Nos.  5  and  6).  Giandomenico' s 
room  was  painted  in  about  1757  with  a  series  of  highly  imagina- 
tive chinoiscne  scenes  which,  despite  certain  borrowings  from 
Pillement's  prints,  reveal  a  characteristically  Venetian  rendering 
of  the  eighteenth-century  vision  of  the  Orient.3  The  figures  are 
dressed  in  clothes  of  a  truly  Venetian  richness  and  elegance,  and 
although  they  are  intentionally  bizarre  in  appearance  they  are 
never  grotesque.  Indeed,  this  scries  of  paintings  is  informed  by 
the  same  air  of  poetic  fantasy  as  the  plays  of  Carlo  Gozzi.  None 
of  the  figures  from  the  Villa  Valmarana  reappear  precisely  in  the 
porcelain  room  at  Aranjuez.  But  a  comparison  of  details  from 
the  frescoes  with  the  porcelain  reliefs  reveals  numerous  affinities: 
a  lavish  use  of  porcelain  vases  (which  are  less  conspicuous  at 
Capodimonte),  a  predilection  for  the  striped  materials  so  beloved 
by  both  Tiepolos,  and  even  a  few  similar  poses  (Nos.  3  and  s)- 
It  might  also  be  mentioned  that  in  one  relief  a  boy  wears  a  straw 
hat  of  a  type  much  used  by  Venetian  painters  since  the  sixteenth 
century  (No.  4). 

In  1762,  five  years  after  the  only  dated  room  111  the  Villa 
Valmarana  was  painted,  Giambattista  Ticpolo  was  summoned  to 
Spain  to  fresco  a  series  of  rooms  in  the  Royal  Palace  in  Madrid. 
Accompanied  by  his  two  sons,  Giandomenico  and  Lorenzo,  he 
arrived  in  Madrid  on  2nd  June.  As  we  have  seen,  the  newly 
established  Buen  Retiro  factory  began  in  this  or  the  following 
year  to  produce  the  porcelain  panels  for  the  Aranjuez  room.  It 
is  therefore  tempting  to  suggest  that  the  Tiepolos  were  consulted 
on  its  design  and  even  that  Giandomenico  provided  some  pre- 
liminary sketches  for  the  reliefs.4  Such  intervention  cannot, 
however,  be  proved  and  the  most  that  can  be  said  with  certainty 
is  that  the  Aranjuez  porcelain  reliefs  show  the  influence  of  the 
Tiepolos.  The  modeller  Giuseppe  Gricci  declared  that  he  had 
both  Delinea"  et  Sail"  the  room,  and  he  may  merely  have  seen 
Giandomenico's  drawings  for  the  Villa  Valmarana.'  But  it  is 
hardly  possible  to  account  for  the  differences  between  the 
Capodimonte  reliefs  and  those  at  Aranjuez  and  the  similarity  of 
the  latter  with  the  frescoes  111  the  Villa  Valmarana  without  the 
intervention,  either  direct  or  indirect,  of  Giandomenico  Ticpolo. 
—I  Iugh  Honour. 


:l  For  the  frescoes  in  the  Villa  Valmarana  see  R.  Pallucchini:  Gli  ii  affreschi  di 
Giambattista  e  Giandomenico  Tiepolo  alia  Villa  Valmarana,  Bergamo,  1945.  Some  of 
the  bizarre  trees  painted  in  this  room  seem  to  have  been  inspired  by  such  prints  ot 
[.  B.  Pillement  as  those  in  Fleures  Persanes. 

1  Both  Giambattista  and  Giandomenico  Tiepolo  occasionally  made  drawings  for 
details  of  interior  decoration  and  the  latter  signed  two  designs  for  furniture.  See 
G.  Knox:  Catalogue  of  the  Tiepolo  Drawings  in  the  Victoria  timl  Albert  Museum, 
London.  [960,  p.  Si.  Dr.  M.  Muraro  has  recently  suggested  111  Gazette  des  Beaux 
Arts,  January,  i</>o,  p.  24,  that  Giandonicnico  provided  the  designs  for  chinoiserie 
lacquer  doors  in  the  Palazzo  Papadopoli,  Venue,  but  this  is  difficult  to  establish. 
5  No  chinoiserie  drawings  by  Giandomenico  Tiepolo  are,  however,  known  to 
survive. 


An  Italian  Sketchbook 

by  Robert  Adam,  Clerisseau  and  Others 


John  Fleming 


AMONG  the  regrettably  few  drawings  which  [survived  the 
fire  at  Penicuik  House  in  1899  is  a  bound  volume  ot  Italian 
views  and  sketches.  The  inside  cover  bears  the  following 
inscription:  //. ;  to  192.  Views  of  Antiquity  in  and  about  Rome  and 
other  parts  of  Italy.  Four  drawings  having  been  removed  at  some 
unknown  date,  there  are  now  only  188,  all  but  a  very  few  of 
which  are  in  pen,  brown  ink  and  grey  wash.  (A  few  are  heightened 
with  watercolour  and  a  few  arc  111  black  lead  and  grey  wash  or 
in  pen  and  ink  only).  All  the  drawings  are  numbered  prominently 
in  brown  ink.  The  provenance  and  date  naturally  suggest  some 
connection  with  Robert  Adam  and  internal  evidence  proves 
beyond  reasonable  doubt  that  they  were  made  either  by,  or  for, 
him  during  his  Grand  Tour  between  1754  and  1757.  The  volume 
is  therefore  of  some  interest  historically.  A  similar  collection  of 
views  of  Italy  was  included  in  the  Adam  sale  111  [818  (Lot  53  on 
the  21st  May)  and  was  described  111  the  catalogue  as:  'A  scrap 
book,  containing  160  sketches  and  drawings  of  plans  and  views 
in  Italy  taken  on  the  spot  by  various  hands'.  The  Clerk  of 
Penicuik  volume  is  now  deposited  at  H.M.  Register  House, 
Edinburgh,  and  ten  drawings  from  it  are  reproduced  on  the 
following  pages  by  kind  permission  of  Sir  John  Clerk.1 

Robert  Adam's  correspondence  reveals  that  the  drawings 
illustrate,  almost  step  by  step,  the  itinerary  he  followed  in  Italy. 
Most  of  them  are  of  well-known  buildings  or  views  'in  and 
about  Rome'  but  those  of  'other  parts  of  Italy'  include  some 
taken  at  such  places  as  Fano  and  Sora  which  were  rather  off  the 
beaten  track  during  the  eighteenth  century  but  which  Robert 
Adam  is  known  to  have  visited.  And  there  are  no  drawings  of 
such  places  as  Pacstum,  which  he  omitted  from  his  itinerary. 
Additional  evidence  pointing  towards  these  drawings  having 
been  made  either  by,  or  for,  Adam  is  provided  by  a  comparison 
between  them  and  similar  'views'  of  Italian  subjects  in  the 
Adam  collections  at  the  Soane  Museum  and  at  Blair  Adam  (see 
catalogue  entries  for  Rome:  Villa  Madama  and  Tivoli:  Hadrian's 
Villa) ;  and  between  them  and  views  of  similar  subjects  by 
Clerisseau  in  the  Hermitage  Museum,  Leningrad,  and  elsewhere.2 
The  authorship  of  the  drawings  presents  a  more  difficult  and 
perhaps  insoluble  problem.  They  are  clearly  'by  various  hands', 

1  I  am  indebted  to  Sir  James  Fergusson,  Mr.  C.  T.  Mclnncs,  and  Mr.  W.  Anderson 
for  much  kindness  and  help  when  consulting  the  volume  in  H.M.  Register  House, 
Edinburgh. 

2  I  am  much  indebted  to  Capt.  Charles  Adam.  R.N.  for  allowing  me  to  consult 
the  Adam  drawings  in  his  collection  at  Blair  Adam  and  to  Sir  John  Summerson 
and  Miss  Dorothy  Stroud  for  their  kind  help  when  consulting  the  Adam  drawings 
in  the  Soane  Museum,  London.  Mmc  X.  Agafonova  and  Mine  T.  Kamenskaya 
have  most  generously  helped  to  identify  related  drawings  by  Clerisseau  in  the 
Hermitage  Museum,  Leningrad,  and  very  kindly  sent  me  photographs  of  them. 
Professor  E.  Lavagnino,  Professor  I.  Faldi  and  Professor  C.  Pietrangeli  very  kindly 
identified  the  subjects  depicted  in  several  of  the  drawings  in  the  Clerk  of  Penicuik 
volume,  as  have  also  Mr.  Michael  Ballance  of  the  British  School  at  Rome  and  Mr. 
Anthony  M.  Clark. 


like  those  in  the  volume  sold  at  the  Adam  sale  in  18 18,3  and  before 
attempting  any  attributions  it  will  be  useful  to  summarize  the 
relevant  material  in  Robert  Adam's  letters  and  other  sources.4 

John  Clerk  of  Eldin  states  in  an  unpublished  memoir  that 
when  his  brother-in-law  Robert  Adam  was  a  student  at  Edin- 
burgh University  he  'very  sedulously  occupied  his  leisure  hours' 
in  landscape  painting.  'Indeed',  John  Clerk  went  on,  'he  often 
declared  his  desire  was  to  have  been  a  painter'.  One  of  the  earliest 
signed  drawings  by  Robert  Adam  is  a  rather  scratchy  pen  and 
ink  landscape  after  Salvator  Rosa  and  several  other  essays  in  the 
same  vein,  mostly  'views'  of  Lowland  and  Highland  scenery, 
date  from  the  1740's  and  early  1750's.5  Some  of  these  may  have 
been  done  at  Inverness  where  hespentevcry  summer  between  1 750 
and  1  7S4  supervising  the  construction  of  Fort  George  for  the 
Board  of  Ordnance.  Before  going  there  in  1750  he  made  a  note 
to  take  his  'book  of  sketches'  and  his  'colours  in  an  ivory  case' 
with  him. 

As  a  landscape  painter  Robert  Adam  appears  to  have  been 
self-taught,  but  he  probably  benefited  from  the  friendly  advice 
and  encouragement  of  Paul  Sandby  who  became  an  intimate  of 
the  whole  Adam  household  in  Edinburgh  during  these  years 
when  he  was  employed  as  a  draughtsman  under  Colonel  David 
Watson  on  the  Survey  of  the  Highlands.  It  was  probably  after 
discussing  watercolour  painting  with  Sandby  that  he  jotted  down 
the  following  notes  in  one  of  the  small  leather-bound  pocket- 
books  he  was  using  in  about  1750:  'prussian  blue  and  gallstone 
or  Dutch  pink  make  a  fine  green  for  grass  and  trees:  vermilion 
and  a  little  yellow  are  vastly  good  for  buildings  and  light  parts  of 
rocks  and  sky,  sap  green  for  trees  and  foreground,  Indian  red  for 
the  shades  of  brick  buildings'. 

Robert  Adam  naturally  intended  to  continue  his  sketching 
when  on  the  Grand  Tour — 'to  better  himself  from  what  he  saw 
of  the  ancient  remains  by  making  views  of  them'  as  he  later 
remarked6 — and  by  a  happy  chance  he  fell  in  with  Charles 

'■'  There  are,  of  course,  many  drawings  in  the  Adam  collection  in  the  Soane  Museum 
which  date  from  Robert  Adam's  Grand  Tour,  but  very  few  of  them  are  'views'. 
No.  177  in  the  volume  entitled  'Miscellaneous  Sketches  and  Drawings'  is  a  view 
of  S.  Maria  della  Salute,  Venice,  but  it  appears  to  be  by  a  different  hand  from  any 
in  the  Clerk  of  Penicuik  volume,  as  do  also  two  sketches  of  the  Trevi  fountain  in 
the  same  volume. 

4  Robert  Adam's  letters  from  Italy  and  John  Clerk  of  Eldin's  memoir  are  among 
the  Clerk  of  Penicuik  papers  and  are  quoted  by  kind  permission  of  Sir  John  Clerk. 
I  have  modernised  the  spelling  and  regularised  the  punctuation  and  capitalisation. 

5  The  earliest  known  drawings  by  Robert  Adam  are  in  the  volume  entitled 
'Miscellaneous  Sketches  and  Drawings'  in  the  Soane  Museum.  No.  14  in  that 
volume  is  inscribed:  'Robt.  Adam  delin  Sept.  1744'  and  was  reproduced  by 
I  imes  Lees-Milne  in  The  Age  of  Adam  (London  1947)  plate  25.  No.  31  is  inscribed 
'R.  Adam  after  S.  Rosa.' 

6  It  may  be  noted  that  Cochin  wrote  in  1763  that  French  architectural  students  at 
the  French  Academy  in  Rome  were  not  expected  to  pursue  any  practical  studies 
in  architecture  in  Italy  but  rather  to  'ramasser  dans  1111  portefeuille  les  choses 
ingenieuses  et  de  bon  gout  qu'ils  y  voient.'  (Hautecoeur:  Rome  et  la  renaissance  de 
Vantiqititi  a  la  fin  du  XVIII  siecle  (Paris  1912)  p.  133.) 
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1.  Design  for  a  park  with  artificial  ruins  by  Robert  Adam, 
1756:  pen,  brown  ink  and  grey  wash,  35  50  cm. 
Collection  of  Sir  John  Clerk  of  Penicuik. 

2.  Design  for  a  park  with  artificial  ruins  by  Robert  Adam, 
1756:  pen  and  black  ink  with  some  brown  ink  and  grey 
and  black  washes  on  grey  prepared  paper,  with  slight 
traces  of  black  chalk,  27  •  5  42-3  cm.  The  Pierpont 
Morgan  Library,  New  York. 

3.  Frontispiece  signed  by  Robert  Adam  for  a  volume  of 
Italian  sketches  by  George  Keate,  c.  1760:  pen,  brown  ink 
and  grey  wash.  The  British  Museum. 


4.  View  of  the  north  side  of  the  Forum  with  the  sub- 
structure of  the  Palace  of  Tiberius  and  the  Farnese 
Gardens:  pen,  black  ink  and  grey  wash,  20  45  cm. 
Perhaps  by  Robert  Adam's  teacher  of  landscape  painting. 
No.  62  In  the  Clerk  of  Penicuik  volume. 
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5.  'Arch  of  Augustus  at  Fano'  by  Robert  Adam,  1755:  pen,  brown  ink 
and  grey  and  brown  wash,  27  37  7  cm.  No.  183  in  the  Clerk  of 
Penicuik  volume. 


6.  'Arch  of  Augustus  at  Fano'  by  Charles  Louis  Clerisseau,  1755:  pen, 
brown  ink  with  grey  wash  heightened  with  gouache,  42  5  59  cm. 
Inscribed  on  verso:  arc  de  Triomphe  defano.  No.  1 1506  in  the  Clerisseau 
collection,  the  Hermitage  Museum,  Leningrad. 


7.  'Arch  of  the  Goldsmiths,  Rome'  by  Robert  Adam,  c.  1756:  pen, 
brown  ink  and  grey  and  brown  wash,  30  5  40 -8  cm.  No.  37  in  the 
Clerk  of  Penicuik  volume. 


8.  'Arch  of  the  Goldsmiths,  Rome'  by  Charles  Louis  Clerisseau,  c.  1756: 
pen,  brown  ink  and  brown  wash,  41  59  cm.  Inscribed  on  verso: 
Vue  de  Varc  des  orphevres  a  Rome.  No.  2565  in  the  Clerisseau  collection, 
the  Hermitage  Museum,  Leningrad. 
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9.  'Temple  of  Clitumnus'  by  Robert  Adam,  1756:  pen,  brown  ink  and 
grey  and  brown  wash,  23  27  cm.  No.  164  in  the  Clerk  of  Penicuik 
volume. 


10.  'Temple  of  Clitumnus'  by  Charles  Louis  Clerisseau,  1756:  pen, 
brown  ink  and  brown  wash,  28  ■  38  cm.  No.  1 1624  in  the  Clerisseau 
collection,  the  Hermitage  Museum,  Leningrad. 
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Louis  Clerisseau  in  Florence  in  January,  1755.  Clerisseau  drew 
'delightfully  in  the  free  manner  I  wanted',  he  wrote  shortly  after 
thev  met.  'I  hope  to  reap  some  instruction  from  him'.  Their 
acquaintance  quickly  ripened  into  friendship  and  a  few  weeks 
later  Robert  declared  that  he  wished  'above  all  things  to  learn  in 
his  manner  ...  to  have  him  with  me  at  Rome,  to  study  close 
with  him  and  to  purchase  of  his  works.  What  I  wished  for  I 
obtained.  He  took  a  liking  to  me'.  Towards  the  end  of  February 
they  left  Florence  for  Rome.  Clerisseau  had  agreed  to  'stay  in  the 
same  house  with'  Robert  and  in  return  for  board  and  lodging 
would  serve  as  'antiquarian,  would  teach  me  perspective  and 
drawing,  would  give  me  copies  of  all  his  studies  of  the  antique'. 

Their  first  few  weeks  in  Rome  were  spent  in  seeing  the  sights 
and  no  mention  is  made  of  sketching  in  Robert's  letters  until 
April  when  they  were  in  Naples  and  'took  sketches  to  enable  our 
friends  to  partake  of.  our  pleasure".  After  their  return  to  Rome 
towards  the  end  of  that  month  Robert  settled  down  to  a  daily 
routine — 'the  forenoon  I  devote  to  study  and  drawing;  after 
dinner  I  ride  out  to  sec  palaces  and  draw  on  the  spot'.  Clerisseau 
was  teaching  him  the  rudiments  of  perspective:  a  young  French 
painter,  Laurent  Pecheux,  was  putting  him  through  an  abbrevi- 
ated course  of  French  academic  training,  beginning  with  Le 
Brim's  Methode  pour  Apprendre  a  Dessiner  les  Passions;  and  a  third 
was  giving  him  lessons  in  landscape  painting — 'before  I  leave 
Rome  I  shall  draw  landscape  tolerably  having  a  good  master 
for  that  branch  too',  Robert  told  his  brother  fames.  Not  until  he 
had  completed  this  thorough  grounding  in  draughtsmanship 
would  Clerisseau  allow  him  to  study  architecture.  And  when 
James  Adam  wrote  to  ask  him  for  'a  sketch  or  two  to  form  some 
idea  of  a  great  design',  he  received  a  very  curt  reply  from 
Robert:  '1  have  not  as  yet  attempted  designing  anything  in  the 
way  of  composing  in  the  Grand  Style  as  1  am  applying  to  those 
things  from  which  1  shall  be  able  to  make  such  compositions  viz. 
to  figures,  to  ornaments  and  to  perspective.  When  I  have  studied 
them  for  some  time  I  will  put  them  in  different  forms  so  as  to  be 
simple  and  great.  For  I  consider  beginning  compositions  just 
now  as  one  would  do  a  painter  who  had  never  learnt  to  draw 
hands,  feet  or  eyes  and  yet  would  attempt  to  draw  the  Laocoon 
or  to  compose  a  history-painting'. 

So  he  continued  throughout  the  spring  and  early  summer.  In 
June  he  met  Piranesi  who  loaded  him  with  compliments — 'upon 
seeing  some  of  my  sketches  and  drawings  Piranesi  was  so  highly 
delighted  that  he  almost  ran  quite  distracted'.  Robert  later  spent 
several  days  with  him  inspecting  the  Baths  of  Caracalla  and  'the 
remains  of  antiquity  on  the  Appian  way'.  In  June  he  also  con- 
ceived the  project  of  issuing  a  revised  edition  of  Desgodctz's 
Les  Edifices  Antiques  de  Rome.  This  would  involve  his  checking  all 
the  measurements  and  adding  'perspective  views  of  these  build- 
ings as  they  appear  at  present,  a  work  which  Clerisseau  will 
undertake  for  me  with  infinite  satisfaction'.  On  the  7th  June  he- 
reported  having  been  'just  now  making  an  exact  plan  of  a 
church  upon  the  foundations  of  Diocletian's  Baths  and  fitted  up 
by  an  Italian  architect,  one  Vanvitelli'. 

The  stifling  dog-days  of  late  July  and  August  still  found  him 
'jogging  on  the  old  trot  .  .  .  and  obstinately  bent  on  being  a  good 
drawer  of  figures'.  But  in  September  he  began  to  chafe  under 
Clerisseau's  discipline  and  suggested  they  make  a  jaunt'  together 
to  the  'Hadriatick  Shoar' — a  round  trip  to  include  Caprarola, 
Narni,  Terni,  Foligno,  Spolcto,  Fossambrone,  Fano,  Rimini  and 
Ravenna.  They  would  return  by  way  of  Fano,  Ancona,  Loreto 
and  Foligno.  At  Spolcto,  Robert  told  James,  he  was  particularly 
anxious  to  examine  'a  temple  which  vou  will  see  in  Palladio, 
with  immense  long  stairs  that  go  up  sideways  rather  like  a 
ladder  than  a  stair,  with  a  small  portico  vou  enter  by — I  dare  say 


you  will  know  it  by  this  description'.  (It  was,  of  course,  the 
Temple  of  Clitumnus.)  They  set  off  on  the  14th  September  and 
were  back  in  Rome  by  the  12th  October,  having  'done  nothing 
but  drive  post  from  one  town  to  another,  staying  half  a  day  at 
any  of  those  places  where  we  found  game  and  going  to  the 
chase  directly,  so  that  we  have  brought  home  with  us  a  portfolio 
loaded  with  Triumphal  Arches,  ancient  bridges  and  other  views 
of  whatever  appeared  curious  and  worth  drawing'. 

Robert's  former  routine  of  study  was  resumed  as  soon  as  he 
got  back  to  Rome  and  to  show  his  brothers  how  much  his 
draughtsmanship  had  improved  under  Clerisseau's  tuition  he 
would  occasionally  enclose  a  drawing  with  his  weekly  letter 
home — 'four  little  figures  which  I  have  drawn  to  put  into  my 
architecture',  tor  example,  or  'a  little  bit  of  a  view  of  a  temple  in 
the  antique  style,  done  in  Clerisseau's  manner'.  In  January,  1756, 
he  reported  that  he  was  still  'labouring  at  perspective  and  doing 
cornices  with  modillions  viewed  on  the  angles  of  a  building, 
which  has  its  own  difficulties'.  But  as  soon  as  the  spring  came 
towards  the  end  of  March,  he  began  once  more  to  'sally  forth 
every  morning  by  7  o'clock,  with  paper  and  pen  and  draw  till 
dinner  time'.  Usually  these  sketching  expeditions  among  the 
Roman  ruins  were  made  with  Clerisseau  alone  but  sometimes 
they  were  joined  by  Pecheux  and  occasionally  by  Allan  Ramsay 
as  well. 

By  March,  1756,  Robert  had  also  assembled  a  staff  of  draughts- 
men, two  of  whom  he  brought  back  to  London  the  following 
year.  These  were  Laurent-Bcnoit  Dcwcz7  and  Agostino  Brunias  8 
Robert  described  Dcwcz  as  his  'plan  man  and  line  drawer'. 
Brunias  had  been  'bred  a  painter'  and  was  'converted  into  an 
architect'  by  Robert  and  Clerisseau.  'He  does  all  my  ornaments 
and  all  my  figures  vastly  well.'  In  addition  to  Dcwcz  and  Brunias 
he  had  'another  beegle  who  is  the  most  worthless  dog  I  ever  knew 
but  draws  ornaments  to  perfection'  and  another  'Italian  lad  who 
does  all  the  drudgery  business  of  putting  things  in  proportion 
from  sketches,  but  him  I  hold  in  no  esteem  but  as  a  daily  slave 
at  one  shilling  a  day'.  'Clerisseau  and  I  are  the  directors  of  these 
lads',  Robert  went  on,  'and  by  means  of  their  industry  and  my 
pay  we  get  more  time  to  think  and  to  apply  to  sketches  of  taste 
and  invention,  which  othcrways  I  could  not  do,  and  Clerisseau 
to  draw  his  ruins  by  which  he  lives  . 

In  April  the  draughtsmen  were  sent  to  Tivoli  to  make  draw- 
ings and  plans  of  Hadrian's  Villa  and  at  the  end  of  that  month 
Robert  went  out  there  from  Rome  for  a  few  days  to  inspect 
their  work  and  make  some  drawings  of  the  villa  himself.  A 
friend,  one  Hcrvcy,  insisted  on  accompanying  him — 'protesting 

7  Robert  Ad.im  never  mentions  Dewcz  by  name  111  his  surviving  letters.  He  refers 
merely  to  his  'liegeois'  draughtsman,  but  there  can  he  little  doubt  th.it  this  was 
Laurcnt-Benoit  Dewez  (1731-1812)  who  later  became  the  leading  neo-classical 
architect  in  Belgium.  He  w  as  111  Rome  from  1754  to  1757  '>s  a  pensionnaire  of  the 
small  Liegeois  academy,  the  Fondation  Darchis.  (His  name  appears  in  the  Status 
Animarum  of  the  Fondation  for  those  years.)  That  he  then  went  to  England  is 
proved  by  drawings  of  English  subjects  dated  1758,  now  in  the  Archives  Generales 
du  Royaume  de  Belgique  in  Brussels.  He  later  quarrelled  with  Robert  Adam  and 
left  London  for  Brussels  where  he  settled  in  1760.  There  appears  to  be  no  contem- 
porary evidence  that  he  visited  Greece,  Syria  and  Egypt  between  leaving  Italy  in 
1757  and  returning  to  Brussels  in  1760,  as  is  stated  by  H.  Gerson  cV  E.  H.  ter  Kuilc 
in  Art  and  Architecture  in  Belgium:  1 600-1 800  (Penguin  Books,  i960)  p.  33. 
"  Agostino  Brunias  or  Brunais  won  the  3rd  prize  in  the  second  class  for  painting 
at  the  Academy  of  St.  Luke  in  1754.  the  subject  set  being  Tobias  and  the  Angel. 
He  appears  to  have  been  employed  by  Robert  Adam  in  England  for  several  years, 
possibly  until  the  early  1770's  when  he  visited  the  West  Indies.  Edwards  described 
him  as  'an  Italian,  who  painted  decorative  subjects  for  panels  and  ceilings,  both  in 
colours  and  chiaroscuro'  (Anecdotes  of  Painters  (1808)  p.  65).  Architectural  painting, 
and  drawings  by  him  were  included  in  the  Adam  sale  at  Christie's  in  1785  (Lots  16 
and  33)  when  they  were  desc  ribed  as  being  'in  the  style  of  Clerisseau'.  I  le  exhibited 
at  the  Free  Society  of  Artists  in  [763-4  and  at  the  Society  of  Artists  in  [770.  In  1777 
and  1779  he  exhibited  scenes  of  native  life  in  the  West  Indies  .11  the  Royal  Academy. 
Similar  scenes  had  been  engraved  1773  for  Edward's  History  of  the  West  Indies. 
I  le  also  made  a  valuable  series  of  botanical  drawings  in  the  West  Indies. 
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11.  'Acqua  Vergine  in  via  del  Nazareno,  Rome',  by  Robert 
Adam  or  C.  L.  Clerisseau,  1755:  pen,  brown  ink  and  grey  and 
brown  wash,  20-5  ■  31  5  cm.  No.  106  in  the  Clerk  of"  Penicuik 
volume. 

12.  Another  view  of"  the  Acqua  Vergine  in  via  del  Nazareno, 
Rome,  signed  and  dated  1755  by  Allan  Ramsay:  watercolour, 
16  •  1   ■   31  •  3  cm.  National  Gallery  of  Scotland. 


that  he  would  not  be  troublesome  to  us  and  that  whilst  I  drew 
he  would  sit  by  me  and  read,  which  accordingly  he  put  into 
execution.  Tom  Jones  was  the  book  pitched  on  as  the  most 
proper  for  such  a  scene  and  we  hugged  the  lovely  Sophia  amidst 
the  ruins  of  that  ancient  palace  and  round  the  weather  so  fine  and 
the  work  so  agreeable  that  we  stayed  there  six  days,  being  twice 
the  number  intended'. 

Early  in  June,  1756,  Robert  left  Rome  with  Clerisseau  to  make 
'an  excursion  into  the  country  of  the  Samnites  and  Volsci'.  They 
followed  the  via  Appia  as  far  as  Cassino  and  then  struck  inland 
tor  Attina  and  Sora  where  they  presumably  expected  to  find 
some  interesting  and  unrecorded  antiquities.  They  appear  to 
have  stayed  at  Sora  for  several  days,  exploring  and  sketching  in 
the  neighbourhood,  and  were  not  back  in  Rome  until  the  [6th 
June.  The  rest  of  the  summer  was  spent  in  Rome,  supervising  the 
draughtsmen  who  were  making  measured  drawings  and  plans 
of  various  buildings  in  connection  with  the  projected  revision  of 
Desgodetz.  But  Robert  continued  to  sketch  with  Clerisseau  for 
he  had  determined  that  there  should  not  be  'one  good  thing 
cither  in  or  near  Rome  that  wont  be  included  in  my  collection, 
either  by  way  of  plan  or  perspective  view  or  geometrical  eleva- 
tion, according  as  the  subject  is  interesting'. 

By  October,  however,  he  seems  to  have  realized  that  he  had 
been  too  ambitious  and  that  he  would  never  be  able  to  complete 
his  survey,  or  even  his  revision  of  Desgodetz  in  the  limited  time 
available  to  him.  So  he  decided  to  concentrate  on  two  groups  of 
buildings:  the  Roman  thermae  and  Hadrian's  Villa  at  Tivoli.  He 
hoped  to  be  able  to  bring  back  to  London  sufficient  drawings  to 
make  up  several  imposing  folios  on  these  buildings.  'My  Baths 
advance  finely',  he  wrote  on  the  16th  October,  'and  though  I 
say  it  that  shouldn't,  will  be  a  most  glorious  work  to  which  your 
Palmyras  and  Balbeks  are  less  than  nothing  and  vanity'.  On 
November  26th  he  again  reported  that  'my  Baths  do  very  well'. 
'I  can  say  Diocletian  is  almost  finished  and  Caracalla  advances 
apace  and  will  make  a  fine  figure.'  And  in  April  of  the  following 
year,  shortlv  before  leaving  Rome,  he  reported  that  his  Baths 


were  'all  completed'.9  Most  if  not  all  of  the  perspective  views  of 
the  Baths  appear  to  have  been  made  for  him  by  Clerisseau;  for 
James  was  alarmed  to  discover,  some  years  later,  that  Clerisseau 
had  kept  a  duplicate  set  of  them  all,  perhaps  the  set  included  in 
the  sale  of  Clerisseau's  effects  held  in  Paris  in  1820. 10 

In  November,  1756,  Robert  mentioned  having  made  a  series 
of  designs  for  the  lay-out  of  parks  and  gardens  'with  ruins, 
temples,  cascades  and  groups  of  trees'.  On  the  26th  of  that  month 
he  told  his  brother  John  that  he  had  been  'applying  myself  to 
these  kind  of  sketches  and  have  already  made  out  a  dozen  of 
different  views  as  unlike  one  another  as  I  could  and  I  hope  I  can 
carry  that  affair  to  a  greater  length  than  Kent  and  his  disciples 
have  yet  brought  it,  as  I  have  a  greater  ease  in  drawing  and 
disposing  of  trees  and  buildings  and  ruins  picturesquely  which 
Kent  was  not  quite  master  of,  as  all  his  trees  are  perpendicular 
and  stiff  and  his  ruins  good  for  nothing'.11 

By  the  time  he  came  to  pack  his  belongings  before  leaving 
Rome  he  found  that  he  and  his  draughtsmen  had  made  so  many 
drawings  that  a  special  trunk  would  have  to  be  made  for  them — 
a  trunk  'of  the  most  enormous  magnitude,  made  a-purposc  to 
contain  all  my  drawings,  sketches  and  studies,  the  books  neces- 
sary on  the  road,  with  all  my  habiliments  and  utensils  of  war. 
It  is  the  astonishment  and  admiration  of  all  who  sec  it  and  cost 
me  7  good  zecchins  which  is  about  3  guineas  and  a  half. 

At  the  beginning  of  May,  1757,  he  left  Rome  for  England, 
taking  Clt'risscau,  Brunias  and  Dewcz  with  him.  Allan  Ramsay 
and  his  wife  and  sister  followed  in  a  second  carriage.  They 

11  F01  the  subsequent  history  of  these  projects,  and  foi  the  revised  edition  (if 
Desgodetz,  see  footnote  23  to  my  article  'The  |ourncv  to  Spalatro'  in  The 
Architectural  Review  (February  1958,  pp.  102-107). 

10  Lot  17  was — 'Un  volume,  contenant  les  plans,  coupes,  elevations  des  Thermes 
de  Diocletian,  de  Caracalla  et  de  Titus,  mesures  et  dessincs  par  M.  Clerisseau.' 

11  See  entry  under  Miscellaneous  and  Unidentified  Sketches  in  the  Check  List  at  the 
end  of  this  article.  I  am  most  grateful  to  Mr.  John  Harris  for  very  kindly  telling  me 
of  Adam  drawings  of  this  type  in  the  Pierpont  Morgan  Library  and  the  Metro- 
politan Museum,  ami  I  am  much  indebted  to  Miss  Felice  Stampfle,  Curator  of 
Prints  and  Drawings  in  the  Pierpont  Morgan  Library,  for  help  and  information. 


travelled  together  as  far  as  Venice  from  where  the  Ramsays  went 
on  alone  while  Robert  and  his  three  companions  went  south  to 
Pola  and  Spalato.  They  returned  to  Venice  from  Spalato  at  the 
end  of  August  and  appear  to  have  spent  most  of  September  in 
Vicenza  and  Verona.  On  the  12th  October  they  were  still  at 
Vicenza  but  Robert  left  shortly  afterwards  for  Germany,  together 
with  Brunias  and  Dcwez,  leaving  Clerisseau  to  return  to  Venice. 
By  the  17th  January,  1758,  Robert  was  in  London. 

It  will  be  apparent  from  the  foregoing  that  the  bulk  of  the 
drawings  in  the  Clerk  of  Penicuik  volume  are  probably  by 
Clerisseau  and  Robert  Adam.  The  only  other  draughtsmen  who 
are  likely  to  have  contributed  to  the  series  are  Allan  Ramsay, 
Pecheux,  Brunias,  Dcwez  and  the  un-named  artist  who  was 
teaching  Robert  Adam  landscape  painting  in  1755.  The  latter 
may  have  been  the  author  of  a  charming  and  delicately  drawn 
view  of  the  Palatine  and  Farncse  gardens,  which  is  by  a  distinct 
and  individual  hand  not  found  elsewhere  in  the  volume  (No.  4). 
Ramsay,  Pecheux  and  Brunias  all  imitated  Clerisseau's  style, 
sometimes  very  skilfully,  when  making  views  of  Roman 
antiquities  and  it  would  be  rash  to  attribute  any  such  drawings  to 
them  on  stylistic  grounds  alone.12  Similarly  with  Dewez;  for 
though  there  are  no  known  drawings  by  him  of  this  type,  his 
architectural  sketches  are  so  close  in  handling  to  Clerisseau's  and 
Robert's  that  it  is  sometimes  extremely  difficult  to  choose  between 
them  by  eye  alone.13 

Robert  Adam  was  also  an  adept  pupil  and  imitator  of  Cleris- 
seau in  this  type  of  drawing  and  it  is  seldom  easy  to  distinguish 
their  hands.  Especially  is  this  so  in  the  case  of  repetitions,  when 
the  second  version  might  be  either  a  replica  by  Clerisseau  or  a 
copy  by  Robert  Adam.  In  the  almost  complete  absence  of  signa- 
tures and  inscriptions  any  attributions  to  Robert  Adam  must 
therefore  be  very  tentative.  Fortunately,  however,  there  are  a 
few  signed  drawings  from  the  series  of  garden  designs  which 
Robert  Adam  mentioned  in  his  letter  to  John  Adam  of  26th 
November,  1756,  quoted  above.  The  best  of  these  is  in  the  Adam 
collection  at  the  Soane  Museum  and  was  reproduced  by  Bolton 
in  his  book  on  the  Adams  (Vol.  I,  p.  24).  Two  others  are  in  the 
Metropolitan  Museum,  and  with  them  can  be  associated  a 
volume  of  sketches  in  the  Picrpont  Morgan  Library,  New  York, 
and  three  drawings  in  the  Clerk  of  Penicuik  volume.  Related  to 
these  in  style  is  a  signed  frontispiece  which  Robert  Adam  made 
for  a  volume  of  Italian  sketches  by  George  Kcate,  now  in  the 
Print  Room  of  the  British  Museum.14  This  group  of  drawings 
reveals  that  Robert  Adam  had  acquired  considerable  manual 
dexterity  and  accomplishment  but  that  he  lacked  Clerisseau's 
grasp  of  form  and  perspective.  The  buildings  do  not  sit  quite  so 
squarely  on  the  ground  as  they  do  in  Clerisseau's  drawings,  nor 
do  they  appear  to  have  been  seen  so  convincingly  'in  the  round'. 
But  he  had  become  remarkably  skilful  in  imitating  Clerisseau's 
calligraphy — that  method  of  describing  a  building  within  a 
single  wavy  outline,  broken  casually  here  and  there,  which 
Clerisseau  had  learnt  from  Pannini  when  he  studied  under  him 
as  a  student  at  the  French  Academy  at  Rome.  This  short-hand 
technique  was  probably  what  Robert  Adam  had  in  mind  when 

12  Compare  Pccheux's  'view'  of  the  Forum,  looking  Bast  with  the  three  columns 
of  the  temple  of  Castor  in  the  foreground  (reproduced  by  L.  C.  Bollca  in  Lorenzo 
Pecheux  (Turin  1942)),  with  No.  57  in  the  Clerk  of  Penicuik  volume.  They  would 
appear  to  be  almost  identical.  The  Pecheux  is  signed:  /..  Pecheux  Romae  F. 

13  Compare  No.  18  in  the  Archives  Centrales  du  Royaumc  de  Belgique  in  Brussels 
(reproduced  by  Simone  Ansiaux:  'Les  dessins  d'ltalic  de  Laurent — Bcnoit  Dewez'. 
Bulletin  de  I'lnstitul  Historique  Beige  de  Rome.  XXVII  (1952)),  with  Adam's  No. 
109  in  Volume  55  in  the  Soane  Museum. 

14  For  Kcatc's  sketchbook  see  L.  I).  Fttlingcr:  'With  All  Convenient  Speed  to 
Rome'.  English  Miscellany  No.  4  (Rome  1953)  pp.  133-146.  For  Adam's  friendship 
with  Keate  in  London  see  the  appendix  to  Francesco  Znccarelli  in  England  In 
Michael  Levey  in  Italian  Studies  Vol.  XIV,  [959. 


he  told  his  brother  James  that  Clerisseau  had  all  those  'knacks  so 
necessary  for  us  architects'. 

These  'knacks'  arc  certainly  very  apparent  in  the  drawings 
contained  in  the  Clerk  of  Penicuik  volume.  For  like  many  inex- 
pert draughtsmen  before  and  since,  Robert  Adam  appears  to 
have  been  content  to  rely  on  formulae,  especially  for  the  trees, 
stones  and  undergrowth  in  the  foreground  and  other  minor 
parts  of  his  compositions.  The  drawings  therefore  have  none  of 
that  freshness  of  observation  which  marks  the  work  of  such  an 
artist  as  Jonathan  Skelton  who  was  making  watcrcolours  of 
Roman  ruins  a  few  years  later.  But  if  they  occupy  a  position  of 
slight  importance  in  the  history  of  English  topographical 
draughtsmanship,  they  are  documents  of  outstanding  interest 
for  an  understanding  of  Robert  Adam's  artistic  personality  and 
for  his  later  work  in  architecture. 

Despite  the  difference  of  handling  evident  in  some  of  the 
sheets,  the  whole  series  presents  a  homogeneous  vision  of  the 
classical  scene.  Untouched  by  the  characteristically  northern 
melancholy  and  sensibility  which  suffused  the  drawings  and 
paintings  of  Richard  Wilson,  the  gaiety  and  elegance  which 
enabled  Fragonard  and  Hubert  Robert,  also  in  Rome  in  the 
1750's  to  transform  the  most  sombre  monuments  of  the 
Campagna  into  playful  rococo  decorations,  or  that  sense  of 
brooding  and  mysterious  drama  which  is  so  evident  in  the 
etchings  and  drawings  of  Piranesi,  they  provide  a  faithful  and,  at 
times,  somewhat  pedestrian  record  of  antiquities. 

But  they  also  reveal  on  occasions,  a  lively  appreciation  of  the 
picturesque  qualities  of  architecture,  especially  in  the  arrange- 
ment of  masses  and  the  disposition  of  buildings  among  trees— 
not  only  in  the  purely  landscape  drawings  and  in  the  designs 
connected  with  garden  decorations,  but  also  in  such  'views'  as 
those  of  the  Forum  and  the  Palatine  and  of  such  well-known 
picturesque  sights  as  the  Temple  of  Vesta  at  Tivoli.  Thus  they 
reveal  an  important  aspect  of  Adam's  attitude  towards  his  art.  In 
one  of  his  letters  from  Rome  he  referred  to  himself  playfully  as  a 
'picturesque  Hero'  and  this  romantic  attitude,  already  apparent 
in  his  early  drawings  a  la  Salvator  Rosa,  was  to  mark  his  own 
buildings  after  his  return  from  Italy  and  emerged  even  more 
clearly  in  the  many  'picturesque'  compositions  in  watcrcolour 
which  he  drew  in  the  i77o's.i:> 

Finally,  the  subjects  of  the  drawings  in  the  Clerk  of  Penicuik 
volume  arc  of  some  interest.  For  they  include,  besides  most  of 
the  famous  classical  monuments  in  Rome,  such  unusual  buildings 
as  S.  Vitale  and  the  mausoleum  of  Theodoric  at  Ravenna,  the 
strange  assembly  of  domes  and  spires  on  the  Santo  at  Padua,  the 
mediaeval  castle  with  crcncllations  and  round-towers  at  Nepi, 
several  Renaissance  buildings  in  Rome,  and  even  such  a  modern 
work  as  Vanvitelli's  interior  of  S.  Maria  dcgli  Angeli.  The 
somewhat  eclectic  taste  evident  in  the  choice  of  these  subjects  was 
probably  due  to  Robert  rather  than  Clerisseau,  who  complained 
some  few  years  later  to  James  Adam  that  Robert  had  had  a  deplor- 
able weakness  for  the  Gothic  and  other  impure  styles  in  architec- 
ture. 

l"'  See  Paul  (  )ppe :  'Robert  Adam's  Picturesque  C  ^impositions'  {Burlington  Magazine, 
LXXX.  [942). 


CHECK-LIST  OF  DRAWINGS  mounted  111  a  volume  in  the  collection 
of  Sir  John  Clerk  of  Penicuik.  The  drawings  are  listed  topographically. 
The  numbers  used  are  those  written  in  brown  ink  on  tin-  drawings.  The 
drawings  are  usually  mounted  two  or  more  to  a  page,  the  si7cs  ot  those 
reproduced  being  given  in  the  captions. 
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ANCONA 

Arch  of  Trajan.  Nos.  136,  140  &  141. 

Drawn  between  21st  September  and  12th  October,  1755,  when  Robert 
Attain  and  Clerisseau  made  an  expedition  from  Rome  to  Ravenna.  Their 
itinerary  included  Caprarola,  Narni,  Tcrni,  Foligno,  Spoleto,  Fossambrone, 
Fano.  Rimini,  Aneona,  Loreto.  Writing  from  Rome  (14th  October,  1755) 
Adam  said:  'we  have  done  nothing  but  drive  post  from  one  town  to 
another,  staying  half-an-hour  at  any  of  those  places  where  we  found  game 
and  going  to  the  chase  directly,  so  that  we  have  brought  home  with  us  a 
portfolio  loaded  with  Triumphal  Arches,  ancient  bridges  and  other  views 
of  whatever  appeared  curious  and  worth  drawing'. 

AQUINO 

Exterior  of  S.  Maria  delta  Libera.  No.  1 59. 

Drawn  between  3rd  and  [6th  [une,  1756,  when  Robert  Adam  and 
Clerisseau  made  an  expedition  from  Rome  to  Sora.  They  followed  the 
Appian  Way  as  far  as  Montecassino  and  then  turned  inland.  A  view  of 
[sola  del  Liri  in  the  Soane  Museum  was  presumably  drawn  on  the  same 
journey.  (Soane  Museum:  Adam  Collection,  Vol.  I,  No.  243.)  Sec  also 
entry  lor  Sora. 

CAPUA 

Roman  Amphitheatre.  No.  150. 

Drawn  on  or  about  the  20th  April,  1755,  when  Robert  Adam  and 
Clerisseau  returned  from  Naples  to  Rome  and  paused  at  Capua  to  inspect 
the  antiquities  and  other  relics  of  those  who,  Adam  said,  had  been  'so 
destructive  to  Hannibal's  troops  by  their  voluptuousness  and  idleness'. 

FANO 

Arch  of  Augustus.  No.  1X3. 

Drawn  between  21st  September  and  12th  October,  1755.  See  entry  for 
Ancona.  This  appears  to  be  a  copy  by  Robert  Adam  of  a  similar  'view'  by 
Clerisseau  now  in  the  Hermitage  Museum,  Leningrad  (No.  11 506). 

FLORENCE 

View  looking  up  the  Arno  from  Lungarno  Guicciardini.  No.  178. 
Presumably  drawn  in  May,  1757,  when  Robert  Adam  spent  several  days  in 
Florence  on  his  way  home  from  Rome.  He  was  travelling  with  Clerisseau, 
and  his  two  draughtsmen,  Brunias  and  Dewez. 

FRASCATI 

Porta  Furba.  No.  85. 

Tor  Pignattara.  Nos.  86  i\  89. 

Entrance  to  Villa  Falconieri.  No.  1X1. 

Probably  drawn  in  October,  1755,  or  October,  1756,  when  Robert  Adam 
visited  friends  in  villegiatura  at  Albano.  The  view  of  the  entrance  to  Villa 
Falconieri  is  inscribed  in  ink:  'Villa  Falconiere  a  Frescati.' 

NARNI 

Bridge  of  Augustus.  Nos.  71  <x  14  s. 

Drawn  in  late  September,  1755.  See  entry  for  Ancona. 

NEPI 

Bridge,  Nos.  n8  &  1 30. 
Rocca.  No.  126. 

Presumably  drawn  in  September,  1755.  Sec  entry  for  Ancona. 
PADUA 

Santo.  Nos.  146  &  149. 

Drawn  in  (une,  1757,  when  Robert  Adam  mentions  in  a  letter  his  having 
visited  the  'shrine  of  the  famous  S.  Antonio  di  Padova'.  No.  146  is  a 
fantasy  based  on  the  Santo. 


PALESTRINA 

Unidentified  Roman  antiquity.  No.  162. 
Inscribed  in  pencil:  'Palcstrina'. 

PASSO  DEL  FURLO 

View  of  the  pass  and  Vespasian's  tunnel.  Nos.  137  <S\  139. 
Drawn  in  September  or  October,  1755.  Sec  entry  for  Ancona. 

RAVENNA 

Tomb  of  Theodorie.  Nos.  129  &  142. 
Palace  of  Theodorie.  No.  144. 
Exterior  of  S.  Vitale.  No.  135. 
Interior  of  S.  Vitale.  No.  [82. 

Drawn  in  September  or  October,  175s.  See  entry  for  Ancona. 
RIMINI 

Arch  of  Augustus,  from  the  north.  No.  134. 
Arch  of  Augustus,  from  the  south.  No.  132. 
Bridge  of  Augustus.  Nos.  133  &  138. 

Drawn  in  September  or  October,  1755.  See  entry  for  Ancona.  A  view  of 
the  Arch  of  Augustus  from  the  north  by  Clerisseau  is  in  the  collection  of 
Mr.  Thomas  J.  McCormick  Jnr.  and  the  view  in  the  Clerk  of  Penicuik 
volume  appears  to  be  either  a  replica  of  it  by  Adam  or  another  version  of 
it  by  Clerisseau. 

ROME 

CLASSICAL  ANTIQUITIES 

Acqua  Vergine  in  via  del  Nazareno.  Nos.  77  &  106. 

A  drawing  by  Allan  Ramsay  in  the  Print  Room  of  the  National  Gallery  of 
Scotland  (No.  D3772)  is  a  replica  or  version  of  No.  106.  The  Ramsay 
drawing  is  inscribed  on  the  verso  in  ink :  'The  acqueduct  of  the  Fontana  di 
Trevi  with  the  inscription  of  Claudius,  after  a  drawing  of  Ck;risseau  by 
A  R  .755-' 

Arch  of  Drusus  (or  Trajan),  near  Porta  S.  Sebastiano.  No.  45. 
Arch  of  the  Goldsmiths.  Nos.  3  5  eV  37. 

No.  37  appears  to  be  a  copy  by  Adam  of  a  drawing  by  Clerisseau  now  in 
the  Hermitage  Museum,  Leningrad  (No.  2565).  Adam  has  added  an 
imaginary  background,  perhaps  because  he  finished  his  drawing  after 
leaving  Rome. 

Basilica  oj  Gonstantine  (Maxentius).  Nos.  29  8i  30. 

Baths  of  Caracalla.  No.  44  . 

Baths  of  Diocletian.  Nos.  50,  si  <x  58. 

Presumably  made  in  connection  with  Robert  Adam's  projected  book  on 
the  Roman  thermae. 

Colosseum  exterior.  Nos.  22,  23,  25,  26,  27,  36,  39  <x  41. 

Colosseum  interior.  Nos.  24,  40  <x  42. 

Forum,  general  views.  Nos.  28,  31,  57,  f>2,  63,  70  c\  80. 

Forum  of  Trajan.  No.  43. 

Grotto  ofEgeria.  Nos.  46  <x  47. 

House  of  Crescentius.  No.  21. 

Pantheon,  exterior.  Nos.  6,  9,  10  &  16. 

Pantheon  interior.  Nos.  7  <x  8. 

No.  8  appears  to  be  a  copy  by  Adam  of  a  drawing  by  Clerisseau  now  in  the 
Hermitage  Museum,  Leningrad  (No.  2327).  No.  X  measures  29  •  26  •  5  cm. 
and  the  Clerisseau  28   ■   26*6  cm 
Portico  of  Octiuia.  No.  73. 

This  appears  to  be  a  copy  by  Adam  of  a  drawing  attributed  to  Clerisseau 

m  the  Print  Room  of  the  British  Museum  (No.  1X77-10-13.941). 

Pyramid  of  Caestius.  Nos.  54,  55,  56  <x  101. 

.X'.  Costanza,  interior.  No.  14. 

.X'.  Stefano  Rotondo.lNos.  83  &  99. 

.X.  Teodoro.  No.  68. 
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Sedia  del  Diavolo  in  via  Nonientana.  No.  105. 
Temple  of  Antoninus  and  Faustina.  Nos.  32,  59  &  60. 
Temple  of  Minerva  Medica.  Nos.  64,  65,  66  &  69. 
Temple  of  Venus  and  Rome.  Nos.  34,  53,  72  &  103. 

A  drawing  by  Allan  Ramsay  in  the  Print  Room  of  the  National  Gallery  of 

Scotland  (No.  RN1027),  inscribed  'Summer  1755',  appears  to  be  a  version 

of  Nos.  34  and  53.  The  latter  may  be  by  Glerisscau.  I'he  verso  bears  the 

following   inscription:    'j'ai   trouve   un   chapiteau   ioniquc'   See  The 

Connoisseur,  April,  1956,  plate  2. 

Temple  of  Vesta.  No.  33. 

Tomb  on  the  via  Latina.  Nos.  48  &  49. 

Tomb  oti  the  via  Appia.  No.  61. 

I  'ilia  de  Quintili  on  the  via  Appia.  No.  67. 

Palatine,  general  views.  Nos.  63,  70,  79,  100,  104,  107  &  108. 

RENAISSANCE  AND  LATER  BUILDINGS 

Loggia  di  Donna  Olimpia  (Pamphilj).  No.  88. 
Palazzo  Famese,  enttance  vestibule.  No.  I. 

Inscribed:  'Entry  to  the  Famese  Palace  the  Architecture  by  Mich1  Angelo 

di  Buonerroti.  Done  at  Rome  1756.' 

Palazzo  Mattei,  portico.  No.  13. 

Piazza  del  Popolo.  No.  17. 

Piazza  di  S.  Pietro.  Nos.  93  c\  94- 

S.  Maria  degli  Angeli,  interior.  Nos.  2,  3,  4  cV  5. 

No.  2  is  inscribed:  'another  view  of  the  Carthusian  Church  at  Rome'. 

No.  3  is  inscribed :  'view  of  the  inside  of  the  Carthusian  church  at  Rome, 

being  part  of  the  Baths  of  Diocletian.'  These  drawings  were  presumably 

made  during  the  autumn  or  winter  of  1756  in  connection  with  Robert 

Adam's  projected  book  on  the  Roman  thermae. 

S.  Pietro  in  Montorio.  No.  74. 

Tomba  del  Somaro  in  the  Pignetta  Sacchetti.  No.  112. 

I  'ilia  Cclimontana  (.Mattei),  garden  with  obelisk.  No.  90. 

Villa  Madama.  No.  11  &  20. 

No.  1 1  shows  the  interior  of  the  loggia.  A  similar  drawing  in  the  Adam 
collection  in  the  Soane  Museum  (No.  39  in  Volume  entitled  'Miscellaneous 
Sketches  .  .  .  ')  appears  to  be  an  unfinished  sketch  for  it. 
Villa  Peretti,  with  S.  Maria  Maggiorc  in  the  background.  No.  87. 
I  'ilia  di  Papa  Giulio,  Grand  Cortile.  No.  18. 
I  'ilia  di  Papa  Giulio  Nympheum.  No.  [9. 

GENERAL  VIEWS  OF  ROME.  Nos.  84,  91,  92,  97  &  102. 
These  arc  all  roof-top  views  and  were  probably  taken  from  .1  window  111 
Robert  Adam's  apartment  in  Gasa  Guemieri,  which  stood  near  the  Villa 
Malta  on  a  site  between  via  Sistina  and  via  Crispi.  A  similar  roof-top  view 
of  Rome,  probably  by  Robert  Adam,  is  on  the  verso  of  drawing  34.36.47 
in  the  C.  J.  Richardson  collection,  Victoria  and  Albert  Museum.  This  is 
inscribed:  'View  of  Trinita  de'Monti,  Rome,  view  towards  Monte  Mario". 

UNIDENTIFIED  VIEWS  OR  FANTASIES  OF  ROMAN  SCENES 
AND  BUILDINGS.  Nos.  75,  76,  95,  96,  98,  no,  11 1,  113, 114,  116  &  148. 

SORA 

General  view  of  Sora.  No.  153. 
Duomo  di  Sora.  No.  1  56. 

Unidentified  subjects  at  or  near  Sora.  Nos.  154,  155,  157,  158,  160  c\  161. 
These  are  all  inscribed  in  pencil:  'Sora'.  They  were  presumably  drawn  in 
June,  I7S<\  when  Robert  Adam  and  Glerisscau  went  to  Sora.  See  entry  tor 
Aquino. 

SPOLETO 

General  view  of  Spoleto.  No.  170. 

S.  Salvatore.  Nos.  16S,  [69  oV  143. 

Temple  of  Clitumnus.  Nos.  [63,  164,  [65,  166  &  167. 


i1 1 

■ 


13.  'Tomb  of  Theodoric  at  Ravenna'  by  Robert  Adam,  1755:  pen,  brown 
ink  and  grey  and  brown  wash,  31-4  ■  41  cm.  No.  129  in  the  Clerk  of 
Penicuik  volume. 

14.  Roman  antiquities  at  Sora  by  Robert  Adam,  1756:  pen,  brown  ink  and 
grey  wash,  23      27  cm.  No.  158  in  the  Clerk  of  Penicuik  volume. 


Drawn  in  late  September,  1755,  see  entry  for  Ancona.  No.  143  is  a  fantasy 
based  on  S.  Salvatore.  Robert  Adam  told  his  brother  James  that  he  w  as 
particularly  interested  in  the  Temple  of  Clitumnus  ('a  temple  which  you 
will  see  in  Palladio,  with  immense  long  stairs  that  go  up  sideways  rather 
like  a  ladder  than  a  stair,  with  a  small  portico  you  enter  by'.)  A  similar 
view,  though  from  a  different  angle,  by  Glerisscau  is  now  in  the  Hermitage 
Museum,  Leningrad  (No.  1 1624),  and  another  is  in  the  Duke  of  Bnc  clench's 
collection  at  Drumlanrig  Castle.  The  latter  is  inscribed:  'Glerisscau  t.  1759.' 

TIVOLI 

Aqueduct  011  via  limpolitana.  Nos.  Si  <\  127. 
Cascade.  No.  1 1  s. 
Hadrian  s  I  ilia.  No.  123. 

Temple  of  Vesta.  Nos.  119,  120,  121,  122.  124,  12  s  &  192. 
Tomb  of  Plauti  Lucani.  Nos.  117  c\  12S. 

Robert  Adam  was  at  Tivoli  in  April,  i 7_S<'>,  drawing  I  ladrian's  Villa  where 
he  had  'some  people  working  ...  as  I  am  making  an  exact  plan  ol  it'.  Views 
of  1  ladrian's  Villa,  probably  by  Robert  Attain,  are  at  Blair  Adam  (see  John 
Honing:  Allan   U  unsay  and  Robert  Adam  in  Italy.   The  Connoisseur, 
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15.  Interior  of  S.  Maria  dcgli  Angeli,  Rome,  by  Robert 
Adam,  c.  1756:  pen,  brown  ink  and  grey  wash,  35  ■  45  cm. 
Inscribed  on  the  mount:  'Another  view  of  the  Carthusian 
Church  at  Rome.'  No.  2  in  the  Clerk  of  Penicuik  volume. 

16.  View  of  the  Forum  of  Trajan,  Rome,  probably  by  C.  L. 
Clerisseau,  c.  1756:  pen,  brown  ink  and  brown  and  grey 
wash,  34      41  cm.  No.  43  in  the  Clerk  of  Penicuik  volume. 


April  [956,  pp.  78-84)  and  in  the  R.I. B. A.  Library.  The  latter  form  a  series 
of  nine  sketches  in  an  album  entitled  'Adam's  Works'  and  said  to  have  been 
purchased  at  the  sale  of  Adam's  effects  in  1818.  It  was  presented  to  the 
Institute  by  Charles  Inwood  in  1835.  In  the  same  volume  is  a  tracing  ot 
Pirro  Ligorio's  plan  of  the  villa  and  several  tracings  of  ceiling  designs  from 
the  villa  (pp.  yo,  1  iy,  121  cV  I2y).  There  are  three  drawings  of  Hadrian's 
Villa  by  Clerisseau  in  the  Hermitage  Museum,  Leningrad  (Nos.  2590,  2592 
cv  2602).  Plans  of  the  villa  by  Dewez,  presumably  drawn  for  Robert  Adam 
in  1756,  are  in  the  Royal  Belgian  Archives  in  Brussels.  (Sec  Simone 
Ansiaux:  Les  dcssins  d'ltalic  dc  Laurcnt-Benoit  Dewez.  Bulletin  de 
L'Institut  Historique  beige  de  Rome  (XXVII  (iy52),  pp.  7-15). 

VERONA 

Ponte  Scaligero.  No.  177. 

Presumably  drawn  in  September,  1757. 

VTTERBO 

Roman  theatre  at  Ferento.  No.  173. 

Fountains  at  the  Villa  Lante,  Bagnaia.  Nos.  174,  17s  &  176. 
Presumably  drawn  in  May,  1757,  when  Robert  Adam  spent  two  days  in 
Viterbo  with  Clerisseau,  Brunias  and  Dewez.  An  associated  drawing  111  the 
R.I.B.A.  Library  is  inscribed:  'Plan  du  theatre  a  PAncienne  Villc  de  Ferente 
six  mille  de  Viterbe  mesure  stir  le  lieue  le  9  tnai  1757.' 

MISCELLANEOUS  AND  UNIDENTIFIED  SKETCHES 

Designs  for  gardens  and  garden  buildings.  Nos.  184,  188  6V  iHy. 

An  un-numbcrcd  drawing  in  the  Clerk  of  Penicuik  volume  also  belongs  to 

this  series,  as  do  five  similar  drawings  in  the  Soanc  Museum,  Nos.  107-1 10  in 


Vol.  27  of  the  Adam  collection  and  No.  41  in  the  volume  entitled  Mis- 
cellaneous sketches  &  drawings  .  .  .  ,  which  was  reproduced  by  A.  T.  Bolton 
in  The  Architecture  of  Robert  and  James  Adam  (London,  1922)  Vol.  I,  p  24, 
and  by  Ritchie  in  English  Drawings  (London,  1935).  The  inscription  was 
partly  destroyed  in  trimming  but  'Rome  1756'  remains.  They  were 
presumably  made  in  November,  1756,  when  Robert  Adam  mentioned 
having  made  designs  for  the  lay-out  of  parks  and  gardens  'with  ruins, 
temples,  cascades  and  groups  of  trees'.  Two  drawings  in  the  Metropolitan 
Museum,  appear  to  belong  to  the  same  series — Nos.  34.78.2  (54)  and 
34.78.2  (55) — and  signed  'Robert  Adam'  and  'Adam'  respectively.  A 
sketchbook  in  the  Pierpont  Morgan  Library,  New  York,  contains  39 
drawings  most  of  which  also  appear  to  belong  to  this  series:  see  the  Sixth 
Annual  Report  to  the  Fellows  of  the  Pierpont  Morgan  Library  (1955)  pp.  74-75. 
Three  drawings  in  the  Victoria  and  Albert  Museum  may  be  associated 
with  the  same  series  (C.  J.  Richardson  Collection — Nos.  3436-5y,  3436-60 
&  3436-49).  The  latter  drawing,  reproduced  by  A.  T.  Bolton  (>/>.  cit.  p.  243, 
is  a  conflation  of  the  other  two.  Bolton  dated  the  drawing  1761,  presumably 
bee  uise  of  two  inscriptions  on  the  verso  relating  it  to  Kedleston.  It  was, 
however,  more  probably  made  in  Rome  in  1756  and  subsequently  adapted 
for  Kedleston.  The  inscriptions  on  the  recto  read  as  follows:  'Une  cote  du 
Temple  Ruine,  frequentc  par  un  Hermit'  and  'Temple  Ruine  ct  restore  avec 
les  fragmens  antiques.' 

Fantasies.  Nos.  12,  15,  52,  y8,  loy,  1 52,  iji. 

These  are  presumably  some  of  the  'sketches  of  taste  and  invention'  which 
Robert  Adam  mentioned  in  his  letter  of  nth  September,  1756.  No.  171 
may  perhaps  be  by  Dewez,  sec  Simone  Ansiaux  op.  cit.,  fig.  2. 
Unidentified  scenes  and  buildings.  Nos.  67,  i7y,  180,  185,  190  Cv  iyi. 
No.  147  may  be  by  Zucchi  whom  Robert  probably  met  in  Venice  in  1757 
and  who  was  later  employed  by  James  Adam  as  a  draughtsman  when  he 
was  in  Italy  between  1760  and  1763. 
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The  Connoisseur's  Diary 

Emilian  Drawings     :     Enlightened  Fondazione  : 
Giorgio  Cini     :     Edward  Seago  Records  Venice 


THIS  year's  harvest  of  exhibitions  in  Italy 
has  been  the  leanest  tor  a  decade.  The 
Mantegna  show  which  was  due  to  open  in 
Mantua  in  September  has  been  postponed  until 
next  Spring:  an  exhibition  of  sculpture  and 
paintings  from  Sarzana  and  its  neighbourhood, 
announced  for  July,  has  been  put  off  indefinitely. 
In  Venice  the  thirtieth  Biennale  and  a  show  at 
Palazzo  Grassi,  somewhat  mysteriously  entitled 
Dalia  Natura  all'  Arte,  presented  a  large  number 
of  contemporary  paintings  and  sculptures  which 
have,  as  usual,  aroused  violent  passions  of  love 
and  hate.  In  the  very  handsome  new  Galleria 
d'Arte  Moderna,  Turin,  an  important  exhibition 
was  devoted  to  the  work  of  Nicholas  de  Stael, 
and  in  the  Palazzo  Reale  Milan  there  was  a 
display  of  twentieth-century  Italian  paintings 
from  American  collections.  But  the  Old  Masters 
were  strangely  neglected  and  only  two  exhibi- 
tions of  general  interest  have  been  held:  one  of 
drawings  by  Emilian  artists  of  the  seventeenth 
century  in  the  Gabinetto  Nazionale  dclle  Stampe, 
Rome,  the  other  of  treasures  from  Florentine 
houses  (of  which  a  notice  will  appear  in  the  next 
issue). 

The  Mostra  di  Disegni  di  Simone  Cantarini  e  di 
Altri  Maestri  del  Seicento  Emiliano,  consisted  of 
one  hundred  drawings  from  the  Brera  Collec- 
tion, originally  shown  in  Milan  in  1959,  aug- 
mented by  prints  from  the  Gabinetto  Nazionale 
itself  and  a  few  paintings.  Dr.  Andrea  Emiliani's 
excellent  catalogue  of  the  Milanese  exhibition 
was  therefore  used  again.  As  the  title  suggests,  the 
greater  part  of  the  exhibits  were  by  Simone 
Cantarini,  sometimes  known  as  Simone  da 
Pesaro  (161 2-1648),  whose  drawings  are  excep- 
tionally well  represented  in  the  Brera.  For  long 
regarded  as  no  more  than  a  feeble  imitator  of  his 
master,  Guido  Reni,  this  artist  is  a  comparatively 
recent  re-discovery.  A  group  of  his  paintings 
included  in  the  exhibition  at  Bologna  last  year 
firmly  established  his  position  as  one  of  the  most 
attractive  and  interesting  minor  masters  of  his 
school,  little  inferior  to  Guercino,  Albani  and 
even  Guido  Reni.  And  the  drawings  shown  in 
Milan  and  Rome  have  revealed  him  as  one  of  the 
most  gifted  Emilian  draughtsmen.  His  drawings 
were,  of  course,  greatly  admired  by  his  con- 
temporaries: and  the  first  historian  of  the 
Bologncsc  school,  Garlo  ( lesare  Malvasia, 
remarked  of  him  in  1678  'there  has  been  no  more 
graceful  and  delightful  draughtsman  since  the 
days  ot  Parmigianino'. 

Exquisite  Etcher 

Like  Parmigianino,  Cantarini  seems  to  have 
executed  drawings  more  frequently  for  their 
own  sake  than  as  preliminary  studies  for  paint- 
ings or  etchings.  Fighteen  of  the  drawings  in  the 


exhibition  are  connected  with  known  paintings 
a  tew  of  which  were  also  on  show  in  Rome :  the 
lovely  little  Rest  on  the  Flight  into  Egypt  from  the 
Doria  Pamphili  Collection,  the  Aurora  from  the 
Pinacoteca  Nazionale,  Bologna,  and  an  Allegory 
oj  Music  from  a  private  collection  in  Milan.  The 
remainder  were  studies  of  mythological  and 
religious  compositions,  heads  and  landscapes. 
Drawn  with  an  exceptionally  sensitive  and 
sometimes  rather  nervous  delicacy  of  line,  these 
sketches  have  an  elegance,  lightness  and  freedom 
which  often  seems  to  anticipate  the  work  of 
French  eighteenth-century  draughtsmen,  especi- 
ally Watteau  and  Boucher.  He  was  also  an 
exquisite  etcher  and  some  of  his  prints  have  the 
same  delicate  tenderness  as  his  drawings.  Indeed, 
they  seem  to  have  been  made  as  records  ot 
drawings  with  which  he  was  particularly 
pleased  (see  illustration). 

Prominent  among  the  drawings  by  other 
Emilian  artists  in  the  exhibition  were  a  score  of 
sheets  by  Guercino:  a  tine  landscape,  some 
characteristically  bold  schizzi  of  figures  and  a 
number  of  studies  for  paintings  such  as  the  great 
altarpiece  now  in  the  Musc;e  des  Beaux  Arts, 
Brussels  and  the  cupola  of  Piaccnza  Cathedral. 
Guido  Reni  was  represented  by  a  couple  ot 
outstandingly  tine  studies,  one  for  a  pair  of 
hands  held  together  in  prayer,  the  other  tor  an 


The  Rest  on  the  Flight  into  Egypt :  an  etching 
by  Simone  Cantarini  included  ii)  a  recent 
exhibition  at  the  CJabinctto  Nazionale 
delle  Stampe,  Rome.  See  first  story  above. 


aim.  There  were  also  drawings  by  Bartolomeo 
Cesi,  Giacomo  Cavedoni,  Carlo  Cignani, 
Lorenzo  Pasinelli  and,  among  slightly  later 
artists,  Ercole  Lelli  and  Ubaldo  Gandolti.  Once 
again  one  was  reminded  of  the  excellence  ot 
Bolognese  seicento  draughtsmanship  and  amazed 
that  drawings  such  as  these,  so  justly  and 
fervently  admired  until  the  early  nineteenth 
century,  should  ever  have  passed  out  of  fashion. 

Publications  on  Venetian  Art 

THANKS  to  the  activity  of  the  Fondazione 
( riorgio  Cini,  students  of  Venetian  art  have  been 
placed  in  a  better  position  to  carry  out  research 
than  those  of  any  other  Italian  school.  Not  only 
has  the  Istituto  di  Storia  dell'  Arte  built  up  an 
excellent  library,  housed  in  one  of  the  most 
beautiful  rooms  in  Venice,  and  a  fototeca  which 
is  unrivalled  on  its  subject,  but  during  the  last 
five  years  it  has  issued  a  stream  of  publications  of 
outstanding  value.  This  year  the  Institute  has  put 
students  still  more  deeply  in  its  debt  by  continu- 
ing the  established,  and  now  well  known,  series 
of  catalogues  of  museums  in  Venetia,  the  most 
recent  of  which  accounts  for  the  seventecnth- 
and  eighteenth-century  paintings  in  the  Museo 
Correr,  Venice.  An  eighteenth-century  volume 
has  been  added  to  the  Storia  delta  Civilta  I  'enezi- 
ana,  with  articles  on  religion,  literature,  music 
and  politics  besides  the  visual  arts,  ami  an 
invaluable  calendar  of  notable  events.  Ami  the 
second  volume  ot  the  Institute's  year  book, 
Saggi  e  Menioric  di  Storia  dell'  Arte,  has  also 
appeared. 

Saggi  e  Memorie  is  devoted  to  the  publication 
of  articles  which  would  prove  too  bulky  for  111  \ 
other  periodical  and  yet  would  not  be  quite 
long  enough  to  till  independent  volumes. 
Prefaced  by  a  touching  and  very  well  balanced 
tribute  to  the  late  Bernard  Berenson  by  Profes- 
sor Fiocco,  the  latest  issue,  which  runs  to  378 
pages,  contains  ten  articles  by  scholars  of 
several  nations  on  a  wide  variety  ot  subjects 
connected  with  Venetian  art,  ranging  from  a 
study  of  Byzantine  icons  by  Dr.  Manolis 
Ch.it/idakis  to  the  publication  by  Professor 
Hermann  Voss  of  a  book  of  sketches  by  G.  B. 
Tiepolo.  Mr.  Marcel  Rothlisbcrger  contributes 
a  long  article  on  Jacopo  Bellini  with  special 
reference  to  Ins  drawings;  Dr.  Giangiorgio 
Zom  publishes,  with  annotations,  the  brief  life 
ofPalladio  written  by  Paolo  Gualdo  in  the  late 
sixteenth  century;  Mr.  W.  R.  Rearick  writes  of 
1  he  mannerist  painter,  Battista  Franco  and  his 
works  in  the  Grimani  chapel  in  S.  Francesco 
della  Vign. 1.  An  ac  count  of  the  sixteenth-century 
Paduan  architect,  Bernardo  Morando,  and  his 
works  at  Zamosc  in  Poland  is  provided  by  Dr. 
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The  Immaculate  Conception:  probably  by  a  Sicilian 
artist  of  the  first  decades  of  the  sixteenth  century.  In 
the  Eustace  Hoare  Collection.  See  story. 


Maria  Lewicka.  And  Dr.  Kurt  Stcinbart  contri- 
butes a  long  article  on  Johann  Liss,  gathering 
together  all  the  paintings  and  drawings  by  this 
artist  which  have  come  to  light  since  he  published 
his  book  on  him  in  1940. 

Two  New  Cini  Publications 

Perhaps  the  most  valuable  contributions  to 
Saggi  c  Memorie  are  three  monographs  on  artists 
each  of  which  is  supplied  with  a  full  catalogue  of 
works.  A  study  of  Sebastiano  Mazzoni,  written 
by  Dr.  Nicola  Ivanoff  with  his  usual  infectious 
enthusiasm,  provides  the  fullest  available  account 
of  the  pictorial  and  literary  work  of  this  fascinat- 
ing painter  who  was  first  discovered  by  the 
general  public  in  the  exhibition  of  seiceuto 
paintings  held  in  Venice  last  summer.  Dr. 
Camillo  Semenzato  contributes  a  well  docu- 
mented comprehensive  article  on  Giovanni 
Bonazza  the  founder  of  the  notable  family  of 
sculptors  who  worked  in  Venice  and  Padua  in 
the  late  seventeenth  and  eighteenth  centuries. 
Finally,  Dr.  G.  M.  Pilo  provides  a  long  account 
of  an  attractive  but  hitherto  little-known 
Ticpolcsquc  painter,  Francesco  Zugno. 

The  Cini  foundation  has  also  begun  two  new 
series  of  publications  both  of  which  will  prove 
of  the  greatest  value  to  students.  The  first  of 
these  is  to  be  devoted  to  previously  unpublished 
or  generally  inaccessible  sources  for  the  history 
of  Venetian  art.  Dr.  Franco  Barbieri  has  edited 
for  this  scries  Vinccnzo  Scamozzi's  diary  of  his 
journey  from  Paris  to  Venice  in  1600,  and  Dr. 
Elena  Bassi  has  produced  an  excellent  edition  of 
the  diary  which  Antonio  Canova  kept  during  his 
first  visit  to  Rome  in  1779  and  1780.  Both 
volumes,  which  are  handsomely  produced,  are 
annotated  and  well  illustrated.  Further  books  in 
this  scries  will  include  Natale  Melchiori's  lives 
of  Venetian  painters,  written  in  172X,  and 
Tommaso  Temanza's  Zibaldone  which  includes 


biographies  of  several  eighteenth-century  painters 
and  sculptors — neither  of  which  has  been  printed 
in  full  before — Lorenzo  Lotto's  account  book 
and  Marco  Boschini's  La  carta  del  navegar 
pitorcsco. 

The  other  new  venture  is  more  modest,  but 
hardly  less  useful:  the  publication  of  indexes  of 
the  photographs  available  of  works  of  art  in 
Venetia.  The  first  of  these  paper-bound  volumes 
is  devoted  to  the  city  and  province  ot  Belluno 
and  lists  all  the  photographs  (with  their  reference 
numbers)  of  architecture,  paintings  and  sculpture 
which  arc  to  be  had  from  the  Soprintendenze  and 
a  number  of  commercial  organizations.  All  those 
who  have  experienced  difficulty  in  obtaining 
photographs  in  Italy  will  appreciate  the  value  of 
such  an  index.  And  of  course,  the  volume  may 
also  serve  as  a  handy  inventory  of  works  of  art. 
I  am  not  surprised  that  students  of  Venetian  art 
are  now  regarded  by  their  colleagues  in  other 
fields  with  ill-disguised  envy. 

An  Early  Immaculate  Conception 

IN  December,  1958,  1  published,  as  an  illustra- 
tion to  an  article  on  Mr.  Eustace  Hoarc's  London 
house,  a  photograph  of  a  small  panel  painting 
ascribed  to  an  'unidentified  Italian  artist'  of 
c.  1 505-1510.  This  work  promptly  aroused 
great  interest  among  historians  of  Italian  art, 
and  especially  iconographcrs.  A  fuller  account  ot 
it  may  therefore  help  to  settle  the  still  unsolved 
problem  of  the  authorship  and  history  of  this 
beautiful  little  picture.  It  is  here  seen  illustrated. 

Mr.  1  loarc  bought  the  panel  some  years  ago 
in  Sicily  and  there  would  seem  to  be  little  doubt 
that  it  came  originally  from  a  Sicilian  church.  It 
was  then  unframed  and  the  exceptionally 
handsome  early  sixteenth-century  carved,  gilt 
and  painted  frame  was  acquired  for  it  in  England. 
The  picture  was  cleaned  and  found  to  have 
remarkably  little  repaint   beneath   .1   layer  of 


superficial  dirt:  the  wood  on  which  it  is  painted 
was  identified  as  poplar  and  said  to  be  of 
fifteenth-century  date. 

Iconographically  this  picture  is  of  some 
importance.  It  shows  the  Virgin  kneeling  in  a 
landscape  with  St.  Ansclm  standing  beside  her 
and  God  the  Father  appearing  in  the  clouds 
above ;  in  the  centre  the  sacred  monogram  I  H  S 
is  shown  in  an  aureole.  St.  Anselm  holds  in  hi' 
hand  a  scroll  bearing  a  quotation  from  his  own 
works:  'Non  puto  esse  vcrum  amatorem 
virginis  qui  celcbrare  respuit  festum  suae  con- 
ceptionis'  (I  do  not  reckon  him  a  true  lover  of 
the  Virgin  who  refuses  to  celebrate  the  feast  of 
her  conception).  The  inscription  on  the  scroll  at 
the  bottom  of  the  picture  (a  quotation  from  The 
Song  of  Solomon)  and  on  that  held  by  God  the 
Father  also  refer  to  the  Doctrine  of  the  Immacu- 
late Conception  on  which  Pope  Sixtus  IV  issued 
an  important  bull  in  1483,  censuring  both  those 
who  attacked  the  doctrine  and  those  who 
accused  its  opponents  of  heresy  'since  the  matter 
has  not  yet  been  decided  by  the  Roman  church 
and  the  Apostolic  See'.  This  painting  was 
clearly  executed  for  a  fervent  supporter  of  the 
doctrine,  and  must  be  one  of  the  earliest 
representations  of  the  Iiii:uaatlate  Conception  in 
Italian  art. 

Berenson's  Attribution 

When  I  showed  the  late  Bernard  Berenson  a 
photograph  of  the  picture  in  1958,  he  said  that 
he  thought  it  was  Venetian,  made  a  tentative 
attribution  to  Girolamo  da  Santacroce  (fl.  1 503- 
1556),  and  also  suggested  the  name  of  Benedetto 
Diana  (1482-1525).  Most  other  scholars  have 
suggested  that  it  is  Sicilian.  There  were,  of 
course,  close  cultural  contacts  between  Venice, 
the  great  maritime  power,  and  Sicily  in  the 
fifteenth  and  early  sixteenth  centuries:  and  the 
greatest  ot  all  Sicilian  painters,  Antonello  da 
Messina,  worked  for  a  period  in  Venice  and 
exerted  some  influence  on  the  art  of  that  city. 
Mr.  Hoare's  picture  may  therefore  derive  from 
the  Siculo- Venetian  school  of  the  first  decades 
of  the  sixteenth  century.  It  shows,  in  fact,  many 
similarities  with  the  work  of  Antonello  de 
Saliba  (fl.  1480-153  5),  a  nephew  of  Antonello  da 
Messina  and  a  pupil  of  his  son,  the  shadowy 
Jacobello  di  Antonello.  The  landscape  back- 
ground may  be  paralleled  in  several  of  Anto- 
nello de  Saliba's  works,  notably  the  signed  and 
dated  Madonna  Enthroned  of  1497  in  the  Musco 
Civico  di  Castcllo  Ursino,  Catania,  a  Madonna 
and  Child  formerly  in  the  Kaiser  Friedrich 
Museum,  Berlin  (destroyed  in  1945)  and  another 
in  the  Pallavicini-Rospigliosi  Collection,  while 
the  figures  of  the  Virgin  and  St.  Anselm  have 
affinities  with  the  St.  Lucy  and  St.  Jerome  in  his 
polyptych  of  1504  in  the  Duomo  at  Taormina. 
It  would,  however,  be  somewhat  rash  to  make 
an  attribution  on  the  basis  of  these  similarities 
when  so  little  is  known  of  other  Sicilian  painters 
of  the  same  period.  The  question  of  attribution 
must  therefore  remain  open. 

New  Art  Magazines 

TWO  new  art  magazines  have  made  their  debut 
this  year:  La  I  'itrine  and  Pantheon.  Both  of  them 
are  intended  for  an  international  market  though 
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The  Grand  Canal,  Venice :  a  product  of  Edward  Seago's  visit  to  Venice 
earlier  this  year.  This  and  other  of  his  latest  Venetian  paintings  are  now 
exhibited  at  Messrs.  Colnaghi's,  14  Old  Bond  Street,  London. 


I  aimed  at  different  levels  of  it.  La  Vitrine,  which 
began  publication  in  Paris  this  May  under  the 
I  editorship  of  Mine.  Elise  Noucl  and  M.  Marc 
Roy,  is  printed  in  French  with  full  translations 
of  the  main  articles  in  German  and  English 
!  (though  the  latter,   alas,   leave  much  to  be 
I  desired).    A    somewhat    aggressive  editorial 
|i  manifesto  states  that  this  journal   is  neither 
sponsored    by  'monsieur-qui-ne-sait-pas-quoi- 
faire-de-son-argent'  nor  directed  by  'person- 
1  nalites-bien-connues'  but  is  written  by  and  for 
I  passionate  amateurs  of  the  arts.  The  first  issue 
includes  the  first  part  of  a  study  of  Lyonnaise 
I  pewter  by  Charles  Boucaud;  a  review  of  an 
exhibition  of  Indian  art  by  Jeannine  Auboyer;  a 
feature  on  the  Parisian  studios  of  certain  nine- 
1  teenth-century  painters;  a  long  article  entitled 
'Boudin  Inconnu,  Ses  oeuvres  authentiques'  by 
Robert  Schmit;  and  an  essay  on  bibliophilia  by 
F.  de  Nobcle,  the  leading  Parisian  art-bookseller. 

For  a  different  readership  is  Pantheon,  the 
German  magazine,  which  is,  in  fact,  a  revival  of 
the  distinguished  art  journal  of  the  same  name 
which  ceased  publication  some  fifteen  years  ago. 
Edited  by  a  panel  of  notable  scholars — Drs. 
Ernst  Kuhnel,  Kurt  Martin,  Erich  Meyer, 
[  Theodor  Miiller  and  Friedrich  Winkler — 
1  Pantheon  is  clearly  intended  for  the  student  and 
I  professional  art-historian  rather  than  the  amateur. 
In  the  first  issue  there  are  valuable  articles  by 
German,  Italian  and  English  writers,  printed  111 
their  native  languages,  with  resumes  in  English 
where  necessary.  The  subjects  of  the  articles 
range  from  an  Hispano-Morcsque  ivory  pyx  of 
the  Omayad  period  to  a  pair  of  portrait  drawings 
by  Ingres  in  the  Hermitage.  Mr.  Charles  Oman 
publishes  a  fine  silver  statuette  of  the  Virgin  and 
Child,  made  at  Troyes  in  about  1 5 1 5 ;  Professor 
Rodolfo  Pallucchini  reviews  the  exhibition  of 
Venetian  seicento  paintings,  held  at  Venice  last 
year;  Dr.  Winkler  publishes  a  painting  on 
parchment  by  Diirer;  Dr.  Theodor  Miiller 
writes  on  two  magnificent  silver-gilt  patens  made 
for  Protestant  churches  in  Augsburg  in  the 
1530's;  Dr.  Erich  Steingraber  devotes  an  article 
to  a  pair  of  Swabian  boxwood  statues  one  of 
which  formed  the  model  for  a  lovely  Goggingcn 
pottery  figure  of  St.  Helen  (reproduced  in 
colour);  and  Dr.  P.  O.  Rave  establishes  beyond 
I  question  that  a  self-portrait  111  the  Uffizi, 
hitherto  supposed  to  represent  a  mythical  artist 
named  Johannes  Wump,  is  of  Johannes  Gumpp. 
At  the  end  of  the  issue  there  arc  reviews  of 
exhibitions  and  books.  The  high  scholarly 
standard  of  the  articles  and  the  width  of  the 
range  of  their  subject  matter  will  help  to  make 
Pantheon  a  journal  of  outstanding  value. 

Titian  and  Pope  Urban  V 

LITERATURE  which  ref-rs  to  the  painting  by 
Titian,  Pope  Urban  I'  Robing  the  Gesuati  friars, 
shown  on  the  front  cover  and  in  the  possession 
of  the  Central  Picture  Galleries,  New  York,  is  as 
follows:  Marco  Boschini,  'Le  Minere  dclla 
Pittura  Veneziana'  1664,  p.  341  ;  Marco  Boschini, 
'Le  Ricche  Minere  dclla  Pittura  Veneziana' 
1674,  p.  19;  A.  M.  Zanetti,  'Ritratto  di  Venezia' 
1684,  p.  379;  Royal  State  Archives  of  Venice, 
Oct.,  1879,  No.  2;  Franceso  Vason,  Expert  of  the 
Royal  Academy  of  Venice,  December,  1879. 


The  Reid  Gallery:  Second  Year 

REFERENCE  has  already  been  made  in  this 
issue  (p.  210)  to  an  important  pencil  sketch  by 
Ingres  at  the  Reid  Gallery  (23  Cork  Street, 
London  W.i).  I  now  further  commend  a  visit  to 
this  young  gallery,  now  in  its  second  year  of 
business,  to  see  the  interesting  current  exhibition 
of  watercolours,  pastels,  and  drawings  of  the 
nineteenth  and  twentieth  centuries.  It  includes 
works  by  Gericault,  Guys,  Boudin,  Matisse, 
Lautrec,  Van  Dongen,  Scgonzac  and  others,  and 
closes  on  November  19. 

Venice  and  Edward  Seago 

CANALETTO,  Guardi,  Marieschi,  Turner, 
Ruskin,  Sargent:  Venice  has  invariably  been 
fortunate  in  her  artists.  True,  since  the  city  is  so 
alluringly  picturesque,  site  sometimes  attracts 
paint-happy  young  moderns,  such  as  the  one 
who  claimed  'I  take  my  colour  in  my  mind'  (and 
as  that  colour  was  puce  and  spinach  green  tor  all 
places  and  all  lights  the  Queen  of  the  Adriatic 
suffered  a  sea  change  into  something  rich  and 
very  strange).  Yet  in  the  hands  of  Edward  Seago, 
who  was  painting  in  Venice  earlier  this  year  and 
who  is  including  the  results  111  an  exhibition  now 
running  at  Colnaghi's,  the  magic  of  this  loveliest 
of  European  cities  is  safe.  Those  of  us  who  know 
Venice  will  know  that,  despite  exotic  features. 
Iter  magic  lies  largely  in  the  interplay  of  light 
between  water  and  water-stained  walls,  betw  een 
sky  and  moisture-laden  air.  After  weeks  in  the 
sharp  light  of  Central  Italy,  Venice  can  become 
suddenly  and  miraculously  English  in  her  atmos- 
phere. 

Edward  Seago,  working  in  and  continually 
exploring  the  infinite  potentialities  of  the  East 
Anglian  tradition,  is  equipped  by  temperament 
and  by  his  style  to  meet  the  challenge  of  that 
especial  beauty  without  sentimentalizing  it. 
Sometimes  he  takes  the  familiar —  The  Grand 
Canal,  The  Doge's  Palace — and  presents  them 
full  of  golden  radiance  against  the  coloured 
shadows.  At  other  times  he  turns  into  those 


intriguing  backwaters  which  are  so  intimately 
Venice.  In  his  Little  Canal  he  keeps  his  foreground 
water  and  buildings  in  shadow  and  dramatically 
sets  them  off  with  a  splash  of  brilliant  sunlight 
where  the  waterway  twists  in  the  background. 
Venice  here  finds  a  new  interpreter,  but  one  true 
to  her  traditions. 

Back  in  England  he  has  since  shown  an  inter- 
esting development  111  his  own  technique  in  a 
large  study.  The  Backwater,  near  his  delightful 
Norfolk  home.  The  forms  of  the  great  trees  which 
diffuse  the  light  are  simplified  to  colour  passages 
of  green-yellow,  and  all  the  typical  East  Anglian 
aspect  of  nature  is  re-affirmed  in  terms  of  pure 
painting.  Alike  in  Venice  and  in  England  Mr. 
Seago  remains  an  interpreter  who  can  turn  land- 
scape into  art  without  violating  nature. 

Movement  in  Mount  Street 

IN  order  to  display  their  works  of  art  to  the  best 
advantage,  and  also  to  have  the  necessary  space 
in  which  to  do  so  which  has  hitherto  not  been 
available,  Messrs.  Gerald  Kerin,  Ltd.,  have  moved 
to  9  Mount  Street,  London,  W.i.  In  doing  so 
they  thus  continue  their  long  association  with  a 
part  of  London's  Maytair  which  has  now  become 
a  fashionable  and  desirable  quarter  for  the  tine  art 
trade.  In  the  new  Mount  Street  galleries,  Messrs. 
Kerin,  in  the  tradition  of  the  great  antique  dealers 
of  the  past,  are  displaying  important  examples  of 
the  finest  English  and  French  furniture,  bronzes, 
sculpture  ('from  Roman  to  Rodin'),  ivories  and 
tine  ormolu  pieces. 

Their  former  galleries,  at  1  s  I  )avies  Street, 
have  been  taken  over  by  Messrs  Sevenarts,  Ltd. 
1  Icre,  under  the  direction  of  Mr.  Eric  Estorick 
and  entitled  the  ( Irosvenor  Gallery,  w  ill  111  future 
be  seen  leading  examples  ol  twentieth-century 
paintings  and  sculpture.  The  Gallery's  first 
exhibition  opened  last  month  with  sculpture 
ranging  from  Moore  to  Schwitters,  from 
( laudicr-Brzeska  to  Vallmitjana  and  others.  Now 
in  progress  is  an  exhibition  of  original  signed 
Marc  Chagall  lithographs,  from  1950  to  i960. 
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French  Magnificence 


IT  comes  as  something  of  a  surprise  to  learn  that  the  now 
universally  used  pieces  of  furniture,  the  chest  of  drawers  or 
commode,  only  came  into  existence  in  France  in  the  very  last  years 
of  the  seventeenth  century.  The  earliest  surviving  examples  are 
the  two  so-called  Mazarin  commodes,  now  at  Versailles,  which 
A.-C.  Boulle  made  m  1 70X  and  1709  for  Louis  XIV's  use  at 
Trianon.  Ten  years  later  such  pieces  were  still  unfamiliar  at  Court 
for,  111  171N,  that  entertaining  letter-writer  Charlotte-Louise 
d'Orleans,  the  mother  of  the  Regent,  found  it  necessary  to  ex- 
plain the  word  to  a  correspondent:  Une  commode  est  une  grande 
table  avec  de  grands  tiroirs  .  .  .  avec  do  beaux  oniemeuts.  The  early 
eighteenth  century  Dictionnairc  de  Trevoux  is  downright,  asserting 
ce  mot  est  nouveau. 

The  two  commodes  made  by  Boulle  for  Louis  XIV,  with  their 
double  sets  of  legs,  four  tall  and  four  short,  and  alternately  convex 
drawer-fronts,  are  of  a  somewhat  ungainly  design  and  show  that 
even  the  greatest  furniture-maker  of  the  age  had  not  completely 
mastered  the  new  form  as  yet.  When  the  commode  first  began  to 
take  really  recognisable  shape  it  consisted  of  two  tiers  of  drawers 
supported  well  above  the  ground  on  tall  legs.  Its  name  commode 
en  tombeau  describes  its  shape  perfectly;  for  it  indeed  looks  like  a 
coffin  set  on  trestle  legs.  The  so-called  commode  a  la  Reoence  came, 
as  its  name  implies,  slightly  later.  It  is,  in  effect,  the  chest  of  drawers 
as  we  know  it  today;  the  legs  have  disappeared  and  there  are  now 
three  tiers  of  drawers  supported  on  low  feet. 

The  magnificent  chest  of  drawers  (one  of  a  pair)  illustrated 
here,  veneered  entirely  (including  the  top)  with  a  geometrical 
parquetry  of  kingwood  (bois  de  violette)  and  richly  mounted  with 
Bacchante  heads,  tetes  a  I'espagnolette,  a  head  of  Aeolus  etc.,  in  gilt- 
bronze  is  an  admirable  example  of  the  commode  a  la  Regence.  The 
pair  come  from  Bantry  House  in  Ireland  where  a  set  of  huge  and 
now  famous  paintings  by  Guardi  were  so  sensationally  discovered 
a  few  years  ago  and  may  therefore  be  assumed  to  have  been 
acquired  by  that  discerning  collector,  the  2nd  Earl  of  Bantry,  in 
the  first  decades  of  the  nineteenth  century  when  so  much  of  the 
finest  French  furniture  was  coming  onto  the  English  market  as  a 
consequence  of  the  Revolution.  Their  noble  appearance,  the 
exceptionally  fine  quality  of  their  mounts,  the  unusually  highly 
finished  treatment  of  the  drawer-interiors  and  carcase,  all  point  to 
the  likelihood  that  they  were  originally  made  by  a  master-hand 
for  the  French  Crown  or,  at  any  rate,  for  one  of  the  great  nobles 
at  the  Court.  Unfortunately  they  bear  no  trace  of  an  inventory 
mark  which  might  enable  such  a  history  to  be  traced. 

The  name  of  their  maker  must,  for  similar  reasons,  remain 
something  of  a  problem,  since  they  date  from  before  the  period 
when  French  ebenistes  began  to  stamp  their  furniture.  The  name  of 
A.-C.  Boulle  is  so  closely  associated  with  the  marquetry  of  brass 
and  tortoiseshell  which  he  perfected  even  if  he  did  not  invent  it, 
that  few  are  aware  that  he  did  in  fact  work  with  wood  veneer  of 
the  character  used  on  these  chests  of  drawers.  The  inventory 
drawn  up  after  the  disastrous  fire  at  Boulle's  workshop  in  1720  is 
an  invaluable  document,  as  it  tells  us  just  what  he  was  making 
at  that  date.  Amongst  the  objects  destroyed  were  huit  commodes 
differentes  de  marqueterie  de  bois  violet  et  autres,  ornees  de  bronze. 
Such  a  commode,  which  M.  Verlet  has  convincingly  argued  may 
be  Andre-Charles  Boulle's  own  work,  was  presented  to  the 
Louvre  on  the  eve  of  the  war  (repr.  Bulletin  des  Musees  de  France, 


March  1946,  p.  35):  what  appears  to  be  a  pair  to  it — or,  at  any 
rate,  a  close  repetition  coming  from  the  same  workshop — is  in 
the  collection  of  the  Vicomte  Georges  de  Vogue  at  Dijon.  Both 
these  commodes  present  some  remarkable  similarities  to  the  pair 
from  Bantry  House.  They  are  veneered  with  the  same  type  of 
geometrical  marquetry  (closely  resembling  the  large-scale  parquet 
flooring  known  as  parqueterie  de  Versailles  from  its  frequent  use  in 
the  Royal  Palace)  and  the  mounts  of  both  groups  display  strong 
affinities.  Most  striking  of  all  is  the  unusual  device  of  a  diagonal 
motive  of  gilt-bronze  ornamenting  each  corner  of  the  drawer- 
fronts,  a  somewhat  rare  feature  at  this  early  date.  But  there  is  one 
great  difference  between  the  Bantry  House  commodes  and  those 
now  in  France.  The  latter  contain  three  tiers  of  drawers,  whilst  the 
pair  attributed  to  A.-C.  Boulle  are  of  the  rather  earlier  en  tembeau 
form  set  on  tall  legs. 

A  further  commode  with  even  closer  family  likeness  to  the  pair 
illustrated  here  does  however  exist.  This  is  the  commode  a  la 
Reoence  in  the  Jones  Collection  at  the  Victoria  and  Albert  Museum 
(Cat.  No.  5,  repr.  Pi.  5).  It,  too,  is  veneered  with  similar  parquetry 
and  the  drawer-fronts  arc  treated  in  an  identical  manner  with 
precisely  the  same  shell  motives  set  diagonally  across  the  corners 
and  framed  with  ribbed  mouldings  carefully  chamfered  into 
them.  Clearly  they  were  all  cast  from  the  same  model  and  came 
from  the  same  bronziers  workshop.  Now  there  are  very  good 
reasons  for  attributing  the  Jones  commode  to  A.-C.  Boulle  himself 
or  at  any  rate  to  his  atelier. 

Boulle,  as  Ebeniste  dn  Roi,  was  dispensed  from  guild  regulations 
and  allowed  to  make  his  own  mounts;  indeed,  we  know  that  he 
employed  six  bronziers  in  his  atelier.  During  his  lifetime,  therefore, 
his  mounts  must  have  been  personal  to  him  alone,  almost  copy- 
right 111  fact,  and  their  presence  on  a  piece  of  furniture  is  a  strong 
argument  111  favour  of  his  authorship  of  the  Bantry  House 
commodes.  But,  although  the  head  of  a  wind  and  the  sculpturesque 
Bacchante  masks  (with  the  keyhole  ingeniously  and  unexpectedly 
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concealed  in  the  design  of  the  'tiara'  they  wear)  arc  completely  in 
Boulle's  manner  it  is  paradoxically  enough  the  mounts  themsel  ves 
which  awaken  some  slight  doubts  about  Boulle's  authorship  of 
these  pieces.  When  he  died  in  1732  this  great  craftsman  wasjust 
on  ninety  years  of  age.  Brilliant  designer  though  he  was,"  he 
seems  never  to  have  been  quite  able 'to  adapt  himself  to  the 
rococo  style  which  was  emerging  into  life  during  the  last  two 
decades  of  his  life.  By  the  age  of  eighty  he  was  too  set  111  his  ways 
—and  who  shall  blame  him  for  that:  His  attempts  to  introduce 
the  new  style  into  the  works  of  his  old  age,  as  exemplified  in  the 
writing-desk  made  for  the  Elector  of  Bavaria  about  1723  and 
acquired  by  the  Louvre  from  the  Duke  of  Buccleuch  a  year  or 
two  back,  can  hardly  be  regarded  as  happy  adaptations  of  the 
nascent  rococo.  Yet  on  the  piece  illustrated  here  the  splendid 
double  feet  with  their  bold  scrolls,  the  espagnolette  heads  on  the 
corners  above  loosely  designed  floral  pendants  of  a  type  so 
beloved  by  Louis  XV  furniture  makers,  seem  clearly  and  happilv 
to  forshadow  the  future  development  of  the  rocaille. 

But  if  A.-C.  Boulle  did  not  make  these  commodes,  who  did; 
The  question  is  one  that  is  not  perhaps  possible  to  answer  in  the 


present  state  of  our  knowledge.  Could  it  be  Gaudreaux,  Boulle's 
successor  as  Royal  ebeniste?  He  was  already  working  for  the 
Garde  Meuble  in  1726,  but  none  of  his  work  from  this  period  has 
been  identified.  The  fine  quality  of  the  bronzes  even  calls  to  mind 
the  possibility  that  they  might  be  the  works  of  the  young 
Cressent,  the  St.  John  the  Baptist  of  the  rocaille.  But  a  disturbing 
reflection  reminds  one  that  they  correspond  to  none  that  the 
Paris  police  seized  when  they  raided  his  atelier  in  1  722.  Or  perhaps 
some  unfamiliar  craftsman  like  Gilet  who  is  known  to  have  been 
still  working  in  the  Louis  XIV  and  Regence  idioms  in  the  17^0's? 
or  the  elder  van  Risemburgh,  father  of  the  now  famous  B.V.R.B.  ■ 
He  undoubtedly  worked  in  the  manner  of  Boulle  111  the  1720's 
and  1730's,  but  no  surviving  piece  from  his  hand  is  known.  Such 
matters  must  remain  for  the  present  wholly  111  the  realm  of 
speculation.  It  is  perhaps  sufficient  to  claim  that  we  have  here  two 
notable  pieces  of  French  furniture  by  a  master  craftsman  probably 
working  111  the  second  decade  of  the  eighteenth  century,  the  like 
of  which  has  not  appeared  on  the  art  market  for  a  considerable 
time.  They  are  now  111  the  possession  of  Messrs  Berendt  (Antiques) 
Ltd.,  67  Duke  Street,  Grosvenor  Square,  London  W.i. 


1  ^  n  1 


SELLING  AT  CHRISTIE'S  (left  to  right). 
The  Great  Seal  of  Ireland  Cup,  1593,  19  j  in. 
high,  and  the  Pillaton  Hall  Chalice  and 
Paten,  c.  1530  (all  selling  on  November  30). 
A  pair  of  Chinese  famille  rose  hawks,  c.  1760, 
Ch'ien  Lung  (November  28). 


SELLING  AT  WEINMULLER,  MUNICH 
(extreme  left).  Bronze  vessel  in  the  form  of 
a  dragon,  twelfth  century,  formerly  in  the 
Bayerischen  Nationalmuseum,  Munich. 
(December  7).  (Left).  SELLING  AT 
PALAIS  GALLIERA  (Me.  Etienne  Ader) 
on  December  6  from  the  Penard  y  Fer- 
nandez Collection:  Louis  XVI  Beauvais 
carpet,  from  Versailles  and  originally  be- 
longing to  Queen  Marie-Antoinette. 


SELLING  AT  SOTHEBY'S  (left  to  right). 
Frans  Hals  Portrait  of  a  Man,  29  «  24  in. 
(selling  December  7).  Rare  white  Vincennes 
glazed  group  of  Les  Manquers  de  Raisins, 
9  in.  high  (December  6).  St.  Louis  green 
overlay  moulded  Salamander  weight,  3jj  in. 
diameter  (November  28). 


Forthcoming 
Sales 


200 


SALVATOR  ROSA  (1615-1673).  THE  BIRTH  OF  ORION.  Canvas,  43*  x  43  inches 


From  the  Colonna  Collection  and  the  Collection  of  The  4th  Earl  of  Darnley. 

See  Lady  Morgan's  The  Life  and  Times  of  Salvator  Rosa,  1824,  Vol.  II,  page  367 
and  Waagen's  Treasures  of  Art  in  Great  Britain,   1854,  Vol.  Ill,   page  22. 

In  a  Private  Collection. 
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From  Vincent  de  Beauvais,  Mireoir  Historical,  Ghent,  circa  1475:  to  be  sold,  with  58  other  Illuminated 
Manuscripts,  in  Part  3  of  the  Dyson  Perrins  Collection  at  Messrs.  Sotheby's  on  November  29th. 


Books  Reviewed 


CATALOGUE  OF  THE  TIEPOLO 
DRAWINGS  IN  THE  VICTORIA  AND 
ALBERT  MUSEUM:  By  George  Knox. 
(London:  H.M.S.O.,  £3  3s.  net.) 

WHEN  Dr.Waagen  visited  Mr.  Edward 
Cheney  at  his  house  in  Audley  Square, 
in  1856,  he  remarked  that  'this  gentleman  belongs 
to  that  class  of  lovers  of  art  who  are  guided  by  a 
general  taste  for  the  beautiful'.  His  collection  had 
recently  been  formed  'chiefly  .  .  .  during  a  resi- 
dence of  several  years  at  Venice' where  he  appears 
to  have  developed  an  interest  in  the  eighteenth 
century  art  of  the  city  which  was  unusual,  if  not 
unique,  among  Englishmen  of  the  period.  For, 
in  addition  to  works  by  sixteenth-century 
masters,  he  had  acquired  a  pair  of  Guardis,  a 
genre  scene  by  Pietro  Longhi  and  one  painting 
and  nineteen  sketches  for  ceilings  by  Giambattista 
Tiepolo — 'some  of  them  very  spirited',  accord- 
ing to  Waagen.  He  had  also  bought,  in  1842, 
nine  albums  which  contained  the  finest  collection 
of  Tiepolo  drawings  ever  assembled.  Indeed,  it 
had  been  made  'by  G.  B.  Tiepolo  himself,  as 
Cheney  recorded  in  one  of  the  volumes,  'and 
given  by  him  and  his  son  for  the  library  of  the 
Sommasco  convent  (S.  Maria  della  Salute)  at 
Venice  in  which  he  was  professed.  At  the 
suppression  of  the  convents  the  volumes  fell  into 
the  hands  of  Cicognara  by  whom  they  were 
given  in  exchange  to  Canova  from  whom  they 
passed  after  his  death  to  Mons.  Canova,  by  him 
they  were  sold  to  Sigr.  Francesco  Pesaro  and  by 
him  to  me'.  On  Cheney's  death  the  collection 
passed  to  his  brother-in-law  who  sold  the 
greater  part  of  it  in  1885.  The  Tiepolo  albums 
fetched  no  more  than  £15  and  two  of  them 
were  sold  to  the  Victoria  and  Albert  Museum 
later  that  year  for  jQii. 

The  two  'Cheney  albums'  acquired  by  the 
Victoria  and  Albert  Museum  contain  326  draw- 
ings, more  than  300  of  which  are  from  the  hand 
of  Giambattista  Tiepolo.  Despite  their  obvious 
importance,  they  have  received  surprisingly 
little  attention  from  students  of  settecento 
draughtsmanship.  For  although  some  of  the 
drawings  were  published  by  Baron  von  Hadeln 
and  others  have  been  described  in  periodical 
articles,  no  full  catalogue  had  been  printed  before 
Mr.  Knox's  appeared  this  year.  His  catalogue  is 
an  excellent  piece  of  work,  with  a  thirty-five 
page  introduction  which  recounts  all  that  can  be 
discovered  about  the  history  and  present  where- 
abouts of  the  contents  of  the  nine  volumes 
bought  by  Edward  Cheney  and  relates  the 
drawings  to  Tiepolo's  paintings.  The  catalogue 
entries  arc  brief  and  to  the  point.  All  the  draw- 
ings are  illustrated  with  the  exception  of  a  few 
insignificant  scribbles  on  the  versi  of  some  sheets. 
Mr.  Knox  has  also  added  an  account  of  five  other 
drawings  in  the  collection,  by  or  associated  with 
Giandomenico  Tiepolo,  and  a  drawing  by 
Gregorio  Gugliclmi  at  one  time  incorrectly 
ascribed  to  Giambattista. 


The  drawings  by  Giambattista  Tiepolo  range 
in  date  from  a  study  for  the  Apollo  and  Marsyas 
of  1725  in  the  da  Schio  Collection  at  Castel- 
gomberto  to  some  preliminary  sketches  for  the 
throne  room  in  Madrid  which  he  probably  drew 
before  leaving  Venice  in  1762.  Numerous  sheets 
are  connected  with  other  works  in  oil  or  fresco, 
notably  the  decorations  in  the  Villa  Loschi  at 
Biron  of  1734;  the  frescoes  in  the  hall  of  the  Villa 
Cordellina  at  Montecchio  Maggiore  of  1743 ;  the 
great  Banquet  of  Antony  and  Cleopatra  now  at 
Melbourne  of  1744;  the  pendentives  of  the 
Sagredo  chapel  in  S.  Francesco  della  Vignal 
Venice,  of  1743  or  shortly  after;  the  Kaisersaal 
ceiling  in  the  Residenz  at  Wiirzburg  of  1752; 
the  several  rooms  in  the  Villa  Valmarana  at  Nani, 
Vicenza,  of  1757;  the  ceiling  (now  destroyed)  in 
the  Palazzo  Trento- Valmarana,  Vicenza,  of  the 
same  time;  and  the  ballroom  in  the  Villa  Pisani 
at  Stra  of  1761-2.  This  group  of  drawings  con- 
nected with  dated  works  has  made  it  possible  for 
Mr.  Knox  to  illustrate  the  development  of 
Giambattista's  style  of  draughtsmanship  more 
fully  than  ever  before.  His  catalogue  will  there- 
fore necessitate  the  redating  of  many  Tiepolo 
drawings  in  other  collections. 

Having  established  a  satisfactory  chronological 
sequence  for  the  drawings,  Mr.  Knox  has  been 
able  to  throw  some  new  light  on  several  paint- 
ings. He  shows,  for  instance,  that  the  Hamburg 
Kunsthalle  Agony  in  the  Garden  and  Crowning 
with  Thorns,  the  Louvre  Last  Supper,  the  Thyssen 
Collection  Apollo  and  Hyacinth  and  the  St.  Louis 
Crucifixion,  to  which  various  dates  have  been 
given,  probably  all  belong  to  the  Wiirzburg 
period  of  1750  to  1753.  He  proposes  a  new 
sequence  for  Tiepolo's  several  renderings  of  the 
Antony  and  Cleopatra  theme,  dating  the  frescoes 
in  Palazzo  Labia  1744-5.  Drawings  for  the 
frescoes  formerly  in  the  Villa  Soderini  at 
Nervesa  (destroyed  in  1917)  show  that  they 
were  painted  in  1754  and  not  1735  to  1740  as  has 
sometimes  been  supposed.  (Tiepolo  may  there- 
fore have  derived  the  idea  for  the  double  cupola 
ceiling  from  South  Germany.)  And  some  draw- 
ings for  putti,  which  are  undoubtedly  by 
Giambattista,  reveal  that  he,  and  not  Giando- 
menico, designed  and  probably  painted  the 
decorations  in  the  Stanza  dei  Puttini  of  the  Villa 
Valmarana  Foresteria. 

Mr.  Knox  has  also  been  able  to  enlarge  our 
knowledge  of  other  aspects  of  Tiepolo's  work. 
The  large  group  of  fantasies  in  the  Cheney 
albums  show  that  Giambattista  executed  the 
etchings  for  his  Sherzi  di  Fantasia  before  leaving 
for  Madrid  in  1762,  though  they  were  not 
published  until  after  his  death.  Drawings  reveal 
him  studying  anatomy,  probably  under  the  in- 
fluence of  Algarotti,  applying  himself  to  Ripa's 
leonologia,  copying  Roman  armour  from  Mont- 
faucon's  L'Antiquite  Expliquee  and,  of  course, 
wrestling  with  purely  artistic  problems  of  detail 
and  composition.  It  also  emerges  that  his  work 


for  several  patrons  extended  beyond  the  painted 
decorations.  One  of  the  drawings  appears  to  be 
a  design  for  a  panel  of  rococo  boiserie,  with 
supports  for  porcelain  vases,  and  the  albums 
contain  some  designs  for  furniture  by  members 
of  Tiepolo's  studio  (two  are  signed  by  Giando- 
menico). But  the  most  interesting  of  such  draw- 
ings are  some  careful  designs  for  sculpture  which 
Mr.  Knox  has  associated  with  garden  statues  at 
the  Villa  Cordellina,  probably  by  a  member  of 
the  Marinali  family.  This  catalogue  will  there- 
fore prove  of  outstanding  importance  not  only 
to  students  of  Tiepolo  but  to  all  who  are  inter- 
ested in  the  Venetian  settecento.  And  the  book 
will  of  course  appeal  to  those  lovers  of  art  who, 
like  Mr.  Cheney,  'are  guided  by  a  general  taste 
for  the  beautiful'.— H.H. 

THE  MURAL  PAINTERS  OF  TUSCANY 
FROM  CIMABUE  TO  ANDREA  DEL 
SARTO:  By  Eve  Borsook.  (London:  The 
Phaidon  Press,  50s.  net.) 

AT  first  sight  this  handsomely  produced  volume 
looks  no  more  than  a  very  attractive  picture 
book  with  a  collection  of  well-reproduced 
photographs  sandwiched  between  a  brief  intro- 
ductory text  and  a  catalogue  of  plates.  Even  the 
title  leads  one  to  expect  a  mere  anthology  of 
photographs.  Closer  inspection  reveals  that  it  is 
infinitely  more.  The  illustrations  include  some 
unfamiliar  views  of  famous  frescoes,  with  care- 
fully selected  and  cut  details,  and  also  several  less 
well-known  works.  Although  written  mainly 
for  the  general  reader,  the  introductory  text 
contains  much  to  interest  and  nothing  to  offend 
the  most  serious  student,  while  the  entries  in  the 
catalogue  of  plates  are  erudite  without  being 
pedantic.  All  this  is  unusual  enough  in  a  picture 
book.  So  too  is  the  theme  of  this  volume:  the 
relationship  of  the  fresco  to  its  setting,  a  subject 
which  has  engaged  the  attention  of  surprisingly 
few  historians  of  Italian  painting. 

The  Mural  Painters  of  Tuscany  is  also  a  very 
topical  book.  For  it  emphasises  the  intimate 
connection  between  wall  paintings  and  the  archi- 
tecture to  which  they  are  applied — and  this 
reminder  is  very  timely  when  a  large  number  of 
them  are  apparently  doomed  cither  to  disinte- 
grate in  situ  or  to  be  removed  to  museums.  In  her 
introduction,  Miss  Borsook  outlines  the  develop- 
ment, both  technical  and  stylistic,  of  fresco 
painting  from  the  late  thirteenth  to  the  early 
sixteenth  century.  She  shows  how  Cimabue's 
paintings  in  the  Upper  Church  of  S.  Francesco 
at  Assisi  reinforce  the  architectural  structure  of 
the  building,  and  how  the  Arena  Chapel  at 
Padua  was  designed  as  a  vehicle  for  a  fresco 
cycle.  A  few  later  fourteenth-century  chapels 
seem  also  to  have  been  built  with  the  intention 
that  their  walls  should  be  painted.  With  the 
growth  of  the  Renaissance  style,  however, 
architect  and  painter  began  to  pursue  different 
aims,  the  former  striving  to  give  increasing 
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solidity  to  his  walls  and  to  display  the  nicely 
calculated  mathematical  harmony  of  their  pro- 
portions, the  latter  seeking,  by  the  use  of  per- 
spective, to  break  through  the  barriers  of  the 
walls.  This  does  not  however  mean  that  the 
relationship  between  the  fresco  and  its  setting 
becomes  a  matter  of  less  importance.  Miss 
Borsook  shows,  for  instance,  how  Filippino  Lippi 
transformed  the  gothic  Strozzi  Chapel  in  S. 
Maria  Novella  into  a  Renaissance  complex  by 
the  cunning  use  of  trompe  I'oeil  architecture,  and 
how  Domenico  Ghirlandaio  enlarged  the  Re- 
fectory of  Ognissanti  with  hisL<«f  Supper  on  the 
end  wall. 

In  the  course  of  her  introduction  Miss 
Borsook  provides  the  best  available  account  in 
English  of  the  various  techniques  of  wall- 
painting,  the  use  of  cartoons  and  sinopie  and  the 
processes  of  painting  in  fresco  and  a  secco  (hence 
her  use  of  the  American  neologism  'mural'  to 
cover  both  types  of  painting).  She  alludes  to 
these  processes  again  in  her  catalogue  of  plates 
which  consists  of  full  accounts — historical, 
technical,  stylistic  and  iconographic — of  thirty- 
two  schemes  of  mural  painting.  Neatly  sum- 
marising all  the  relevant  published  information 
about  these  works,  she  also  makes  numerous 
original  and  enlightening  observations  and 
suggestions  even  about  such  well-studied  cycles 
as  the  Brancacci  Chapel  and  the  Piero  della 
Francesca  frescoes  in  S.  Francesco  at  Arezzo. 
This  is,  indeed,  one  of  those  rare  art  books 
which  will  prove  of  as  much  interest  to  the 
student  as  to  the  amateur,  tempting  those  un- 
familiar with  the  wall-paintings  by  Tuscan 
artists  to  visit  them  for  themselves.  It  will  also 
enlarge  the  knowledge  of  those  who  know  these 
paintings  well,  while  reminding  them,  in  the 
author's  works,  'of  cool  cloisters,  busy  street 
corners,  and  cypressed  hills,  where  peace,  good 
story-telling,  and  joy  in  the  sheer  beauty  of 
nature  and  man-made  things  remain'. — T.W. 

BERENSON:  By  Sylvia  Sprigge.  (London: 
George  Allen  and  Unwin  Ltd.,  35s.  net). 

THE    PASSIONATE    SIGHTSEER:  By 

Bernard  Berenson.  (London:  Thames  and 
Hudson,  35s.  net). 

BERNARD  BERENSON  died  at  the  age  of  94 
in  October  last  year.  Born  in  Lithuania,  edu- 
cated in  the  United  States — where  poverty 
drove  his  father  to  work  as  an  itinerant  tinker — 
he  returned  to  Europe  in  1887  and  soon  settled 
near  Florence  where  he  passed  the  greater  part  of 
his  long  life.  A  group  of  books  published  before 
1909  established  his  place  among  the  foremost 
scholars  of  the  Italian  school:  employment  as 
Joseph  Duveen's  'expert'  enabled  him  to  become 
the  most  financially  successful  connoisseur  of  all 
time.  During  his  last  years,  his  villa,  J  Tatti, 
became  a  meeting  place  not  only  for  historians 
of  art  but  for  leading  political  and  social  figures 
of  Europe  and  America.  Even  kings  and  queens 
regarded  a  conversation  with  him  a  privilege. 
His  life  may  therefore  be  seen  as  an  American- 
style  'success  story' ;  and  this  is  the  way  in  which 
Mrs.  Sprigge  presents  it  in  her  biography. 
Tracing  his  life  from  its  humble  beginnings  in 
the  Pale  of  Settlement — of  which  she  gives  a 
fascinating   account — she   follows   his  career 


through  the  slums  of  Boston,  to  Harvard  and 
Europe.  She  considers  his  relations  with  Mrs. 
Stewart  Gardner  and  Duveen.  She  gives  accounts 
of  several  people,  like  Vernon  Lee,  whom  he 
knew  well  and  of  others,  like  Mrs.  Strong,  who 
hardly  figures  in  his  life  at  all.  This  is  very 
interesting  but  it  does  not  present  as  full  a  picture 
of  Bernard  Berenson  as  one  would  expect  from  a 
book  which  fills  280  pages. 

Mrs.  Sprigge  makes  no  pretensions  to  a 
knowledge  of  the  history  of  Italian  art  and  her 
book  is  directed  to  a  public  similarly  uninformed. 
She  seems  to  have  envisaged  an  audience  ignor- 
ant of  Walter  Pater  (whom  she  treats  at  length 
as  a  dim  figure  from  the  past,  a  kind  of  nine- 
teenth-century Glanvill),  a  httle  bewildered  by 
the  word  'scholarship'  and  frankly  ingenuous 
about  the  machinations  of  picture  dealers. 
Readers  of  The  Connoisseur  may  be  amused  by 
one  of  her  comments:  'The  word  "'connoisseur" 
still  seems  to  have  a  slightly  sinister  connotation 
in  English.  Moreover,  hundreds  would  never 
attempt  to  spell  it  for  fear  of  disaster,  and  thou- 
sands would  hesitate  about  its  pronunciation'. 
Though  often  endearing,  her  naivete  sometimes 
leads  her  into  errors  of  judgement.  When  she 
had  decided  to  illustrate  only  one  work  of  art  in 
her  book,  it  was  unfortunate  to  choose  a  picture 
bought  for  Mrs.  Gardner  against  Berenson's 
advice  and  smuggled  out  of  Italy.  And  it  was 
still  more  unfortunate  to  print,  as  an  example  of 
the  many  certificates  which  he  wrote  for 
Duveen,  a  letter  about  the  Rockefeller  Crucifixion 
which  he  claimed  for  Piero  della  Francesca  and 
compared  favourably  with  the  Arezzo  frescoes. 
(Mistakes  such  as  this  have,  of  course,  been  made 
by  all  connoisseurs.)  Although  she  lists  Berenson's 
writings  on  the  history  of  art,  and  attempts  to 
give  the  gist  of  some  of  them,  she  is  unable  to 
assess  their  relative  importance.  Nor  does  she 
seem  to  appreciate  the  extraordinary  width  of 
his  culture  and  depth  of  his  understanding  of 
literature  and  the  arts. 

To  turn  from  Mrs.  Sprigge's  biography  to 
Berenson's  own,  posthumously  published,  The 
Passionate  Sightseer  is  to  enter  a  different  world. 
This  book,  which  is  handsomely  produced  and 
beautifully  illustrated  with  166  carefully  chosen 
photographs  (some  of  which  show  the  Italy  of 
fifty  years  ago),  consists  of  extracts  from  his 
diaries  written  between  1947  and  1956.  To  open 
it  at  random  is  to  catch  the  very  tone  of  his  con- 
versation, talking  across  the  luncheon  table  at  / 
Tatti — often  brilliantly  perceptive,  sometimes 
naughty  (not  to  say  perverse),  usually  brief  and 
invariably  stimulating.  Floodlighting,  the  value 
of  exhibitions  and  the  current  disease  of  'exhibi- 
tionitis',  the  necessity  for  picture  frames,  the 
personality  of  Boldini,  Federico  de  Roberto's 
novel  I  Vicere,  peasant  dresses  in  the  neighbour- 
hood of  Nicastro— such  are  the  themes  which 
would  attract  his  always  lively  and  enquiring 
mind.  He  is  especially  interesting  when  reminisc- 
ing about  the  Italy  he  knew  in  his  youth,  when 
'Ravenna  seemed  to  he  at  the  bottom  of  the  sea 
of  time,  almost  as  silent  as  the  grave.  A  footfall 
made  an  echo'.  He  also  'knew  a  Rome  where  the 
country  not  only  embraced  town  but  invaded  it 
almost  to  Piazza  di  Spagna.  From  the  terrace 
before  San  Giovanni  in  Laterano  the  fields 


stretched  uncontaminated,  with  only  an  ancient 
wine-shop  here  and  there,  to  the  Sleeping 
Beauty  of  the  Alban  Hills.  Now  the  eye  beholds 
the  hideous  pell-mell  of  one  of  the  most  squalidly 
pretentious  suburbs  on  the  continent'.  But  his 
memory  was  not  clouded  with  sentiment;  he 
could  recall  Calabria  in  1908  when  the  roads 
were  'httle  more  than  tracks  full  of  holes  covered 
by  deep  pockets  of  dust,  the  inns  unspeakable, 
not  even  Neolithic  slums,  food  scarcely  eatable*. 

Artists  do  not  figure  very  large  in  this  book, 
though  there  are  interesting  comments  on 
Botticelli,  Antonello  da  Messina,  Lotto  and 
Michelangelo,  who  is  compared  with  the 
sculptors  of  the  Pergamon  school.  There  are  also 
admirably  appreciative  remarks  on  some  fifth 
century  B.C.  reliefs  in  the  museum  of  Reggio 
Calabria,  the  ruins  of  Leptis  Magna,  the  Montor- 
soli  fountain  at  Messina,  the  baroque  churches  of 
Sicily,  an  exuberant  monument  by  Agostino 
Penna  in  S.  Maria  del  Popolo,  and  an  eloquent 
lament  for  the  decay  of  the  Villa  Palagonia, 
Bagheria — 'The  pity  of  it !  Millions  are  being 
spent  on  restoring  third  rate  paintings  and 
frescoes  that  might  be  used  to  save  monuments 
of  taste  and  craftsmanship  of  the  fascinating 
eighteenth  century.'  Here  he  is  writing  with  his 
usual  wisdom  on  the  subject  of  restoration:  'I 
would  almost  prefer  to  see  a  painting  in  no 
matter  how  bad  a  condition  and  dream  of  how 
much  better  it  must  have  been  once  upon  a 
time  than  have  it  torn  to  pieces  the  way  philo- 
logists tear  to  pieces  Homer,  the  Bible  and  other 
ancient  texts.  Time  lays  its  hand  on  anything 
man  does  and  more  often  as  artist  than  destroyer'. 
And  here  he  comments  on  the  hanging  of 
pictures:  'I  hear  friends  complain  of  the  "old- 
fashioned"  arrangement  of  the  Pitti  Galley.  To 
my  eyes  it  is  entirely  satisfactory.  The  jewels,  the 
real  masterpieces  stand  out  clearly  against  a 
background  of  less  important  paintings.  The 
effect  is  of  a  collection  made  by  lovers  of  pictures 
and  not  by  salesmen  and  showmen'. 

When  travelling,  Berenson  noted  with  a  keen 
eye  the  landscape  and  sky.  'On  a  balcony  this 
morning  between  4.15  and  4.45',  he  wrote  in 
Venice  in  1954,  'flat  quiet  light,  mother-of-pearl 
tone  with  touches  here  and  there  of  rose  in  the 
sky.  Water  oily,  seemed  to  be  flowing  in  but 
drift  went  the  other  way.'  The  passage  might 
come  from  the  diary  of  John  Ruskin  and  serves 
to  remind  one  that  Berenson  shared  his  extra- 
ordinary keenness  of  observation.  This  quality 
and  the  intense  curiosity  which,  until  the  very 
end  of  his  life,  he  felt  for  all  manner  of  objects, 
natural  phenomena  and  human  beings,  gave 
Berenson  much  of  his  charm  as  a  conversa- 
tionalist and  spreads  a  warm  glow  of  humanity 
over  The  Passionate  Sightseer.  For  the  general 
reader,  this  delightful  book  provides  the  best 
introduction  to  Bernard  Berenson. — C.E. 

LA  GALLERI A  P ALL AVICINI  IN  ROMA : 
CATALOGO  DEI  DIPINTI:  By  Federico 
Zeri.  (Florence:  Sansoni,  18,000  lire  net.) 

WRITING  of  the  pictures  in  the  Palazzo 
Rospigliosi  (now  Pallavicini),  in  the  early  nine- 
teenth century,  Mrs.  Eaton  remarked  that  they 
are  'generally  passed  over  in  haste — for  what 
stranger  can  view  them  with  patience,  before  he 
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sees  the  Aurora  (by  Guido  Reni);  and  after  it, 
how  can  he  admire  them?  Among  them,  how- 
ever, are  some  paintings  of  considerable  merit*. 
There  were  indeed,  and  they  were  considerably 
augmented  by  purchase  and  bequest  in  succeed- 
ing years.  Now  the  Galleria  Pallavicini  is  one  of 
the  richest  private  collections  in  Italy.  It  has,  how- 
ever, remained  little  known  to  the  majority  of 
students  and  it  is  significant  that  when  Dr.  Zeri 
wrote  on  it  for  The  Connoisseur  in  1955,  he  was 
able  to  illustrate  outstanding  but  previously  un- 
known paintings  and  drawings  by  Claude  not  to 
mention  a  number  of  fine  unpublished  works  by 
less  famous  hands.  In  that  article,  Dr.  Zeri 
mentioned  that  his  fall  catalogue  of  the  collection 
would  shortly  appear;  and  now  this  eagerly 
awaited  volume  has  been  published. 

The  catalogue  of  the  Pallavicini  Gallery  ful- 
fills all  expectations.  Every  work  is  illustrated; 
the  entries  for  individual  pictures,  based  partly 
on  archival  research  and  partly  on  the  author's 
extraordinarily  wide  knowledge,  are  full  and 
clear.  There  is  a  brief  introductory  history  of  the 
collection.  An  inventory  of  the  Pallavicini 
pictures,  made  in  1679,  and  of  the  Rospigliosi 
pictures,  of  171 3,  are  printed  in  full.  There  are 
also  thorough  indices,  one  of  which  covers  Dr. 
Zeri's  numerous  references  to  pictures  in  other 
collections  which  make  the  volume  indispensable 
for  all  students  of  seventeenth-century  painting. 

For  although  it  contains  a  few  very  important 
earlier  pictures,  most  of  which  are  well  known 
— the  Lorenzo  Monaco,  the  Derelitta  which  Dr. 
Zeri  ascribes  to  Filippino  Lippi,  the  Signorelli 
and  the  Lotto — the  great  strength  of  the  collec- 
tion lies  in  its  seventeenth-century  holding. 
Surprisingly  enough,  the  finest  of  these  are  not 
by  Italian  artists,  but  the  work  of  Claude,  Van 
Dyck,  Rubens  and  Velazquez.  The  Bolognese 
school  is,  however,  well  represented  with  paint- 
ings by  Guido  Reni,  Domenichino,  Lodovico 
and  Annibale  Carracci,  Cantarini,  Canuti  and 
Cignani.  Among  numerous  Neapolitan  pictures 
there  are  fine  examples  of  Mattia  Preti,  Lucas 
Giordano  and  Solimena.  Of  the  Roman  late 
seventeenth-century  works  the  most  dist- 
inguished seem  to  be  a  large  series  of  paintings  by 
Giacinto  and  Lodovico  Gemignani.  There  are 
also  excellent  paintings  by  Michelangelo,  Cer- 
quozzi  and  other  bamboccianti.  Eighteenth- 
century  painting  in  Rome  is  represented  by  a 
fine  Dead  Christ  by  Francesco  Trevisani,  a 
magnificent  Subleyras  and  a  series  of  religious 
pieces  by  Pompeo  Batoni. 

One  of  the  great  features  of  the  collection  is  its 
large  number  of  seventeenth-  and  eighteenth- 
century  landscapes  which  include  works  by  such 
northerners  as  Gaspar  Poussin,  Breenbergh,  van 
Bloemen,  van  Lint  and  Swanevelt,  besides 
examples  of  several  If  Hans  including  Locatelli, 
Pietro  Anesi  and  Luigi  Campovecchio.  There 
are  also  some  attractive  architectural  pieces, 
notably  a  group  by  Vincenzo  Codazzi ;  and  there 
is  a  fine  run  of  still-life  paintings.  Portraits  arc  far 
fewer  than  they  would  be  in  an  equivalent 
English  collection,  but  in  addition  to  the  Van 
Dyck,  there  are  some  interesting  heads  by  Marco 
Benefial,  Agostino  Masucci  and  the  little-known 
David  Loreti.  A  brilliant  likeness  of  Cardinal 
Giacomo  Rospigliosi  by  Carlo  Maratta  reminds 


one  what  a  brilliant  portraitist  this  artist  was, 
while  Benedetto  Luti's  Maria  Camilla  Palla- 
vicini Rospigliosi  suggests  that  his  portraits 
would  amply  repay  closer  investigation.  The 
collection  also  includes  a  number  of  drawings,  of 
which  the  best  are  by  Bernini,  Claude,  Stefano 
della  Bella  and  Pietro  Cortona. — C.R.I. 

THE  BATHS  OF  POZZUOLI:  By  C.  M. 

Kauffmann.  (Oxford:  Bruno  Cassirer,  distri- 
buted by  Faber  &  Faber,  45s.  net.) 

'IT  is  certain',  wrote  Dr.  Gilbert  Burnet  in  1685, 
'that  a  Man  can  no  where  pass  a  Day  of  his  Life, 
both  with  so  much  Pleasure,  and  with  so  much 
Advantage  as  he  finds  in  this  Journey  to  Puzzuolo, 
and  all  along  the  Bay.'  The  aim  of  such  a  journey 
was,  of  course,  to  investigate  the  Roman  ruins  so 
liberally  sprinkled  over  the  Phlegrean  fields  and 
along  the  bay  of  Baia :  ruins  of  temples  and  the 
summer  retreats  of  the  Caesai  s,  crumbling  frag- 
ments of  villas  associated  with  the  august  names 
of  Cicero  and  Virgil,  and  the  remains  of  those 
therapeutic  baths  which  were  famous  in  the 
hey-day  of  imperial  Rome.  As  Dr.  Kauffmann 
reveals  in  his  fascinating  and  well  illustrated 
book,  Roman  Putteoli  was  among  the  earliest 
organized  watering  places  in  Europe  and  has 
remained  in  constant  use  ever  since  the  first 
century  B.C.  It  is  interesting  to  note  that  there 
survive  some  third-  and  fourth-century  glass 
vases  engraved  with  crude  pictures  of  the 
principal  monuments  in  the  district:  innocent 
ancestors  of  the  myriad  pottery  'presents  from 
Margate' — or,  indeed,  Naples  itself — that  still 
adorn  many  a  home. 


Dr.  Kauffmann  is  not,  however,  concerned  so 
much  with  the  baths  of  Pozzuoli  as  with  a  poem 
written  about  them  in  the  early  thirteenth 
century  by  one  Peter  of  Eboli.  And  more 
particularly  is  he  concerned  with  the  illustrated 
manuscripts  of  this  strange  but  not  inelegant 
Latin  poem,  part  medical  treatise  and  part  topo- 
graphical guide.  With  a  wealth  of  scholarship  he 
dates  the  composition  of  the  poem  to  about  the 
year  1212  and  deduces  that  it  was  dedicated  to 
Frederick  II  of  Hohenstaufen.  He  then  goes  on 
to  show  that  the  principal  source  for  the  in- 
formation it  contains  was  probably  derived  from 
inscriptions  affixed  to  the  Roman  baths,  thirty- 
five  of  which  were  still  in  use  in  the  thirteenth 
century. 

Unfortunately  the  original  manuscript  of 
Peter  of  Eboli's  DeBalneis  Puteolanis  has  vanished, 
but  twenty  later  manuscripts  are  known,  of 
which  no  fewer  than  ten  are  illustrated,  the 
most  interesting  and  earliest  being  that  off.  1350- 
1375  in  the  Biblioteca  Angelica,  Rome.  Dr. 
Kauffmann  studies  in  great  detail  the  style  of  the 
illustrations  in  the  Angelica  manuscript  relating 
them  to  those  in  the  other  nine  and  showing  how 
all  depend  from  a  lost  archetype.  His  research 
convincingly  reveals  that  the  original  illuminator, 
though  influenced  by  both  Byzantine  and 
French  art,  relied  on  personal  observation  to  an 
unusual  extent  for  his  period.  It  would  be  rash  to 
say  that  these  little  pictures  are  in  any  way 
naturalistic,  but  the  dedicatory  miniature,  which 
is  included  in  a  few  versions  of  the  manuscript, 
seems  to  show  a  view  of  Frederick  II's  arch  at 
Capua  while  another  miniature  depicts  the 
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antique  painted  or  stucco  decorations  inside  one 
of  the  baths.  Dr.  KaufFmann  also  suggests,  very 
tentatively  but  with  great  plausibility,  that  the 
groups  of  naked  figures  undergoing  their  cures 
in  the  various  baths  (which  are  very  unusual 
indeed  in  the  art  of  this  period)  similarly  derive 
from  the  Roman  decorations  of  the  baths 
themselves,  most  of  which  were  destroyed  by  an 
earthquake  in  1538.  This  suggestion  goes  far  to 
explain  both  the  extraordinary  popularity  of  the 
poem  and  the  peculiarities  of  its  illustrations.  Dr. 
Kauffmann's  book  will  therefore  prove  of  great 
value  not  only  to  those  concerned  with  mediaeval 
medicine,  but  also  to  students  of  manuscript 
illumination  and  to  all  interested  in  the  survival 
of  classicism  during  the  Middle  Ages. — H.H. 

THE  EARLY  CHURCHES  OF  ROME: 

By  Emile  Male.  Translated  by  David  Buxton. 
(London:  Ernest  Benn,  63s.  net.) 

IT  was  a  happy  thought  of  Mr.  David  Buxton  to 
translate  Emile  Male's  Rome  et  ses  Vieilles  Eglises. 
There  is  little  enough  written  in  English  on  the 
mediaeval  churches  of  Rome,  and  still  less  on 
the  pre-mediaeval. 

This  book  comprises  the  fruitful  gleanings  of 
Male's  old  age.  He  was  over  eighty  when  he 
published  it  in  1942.  Five  years  before  he  had 
retired  from  the  post  of  Director  of  the  French 
Archaeological  Institute  in  Rome,  an  appoint- 
ment which  he  had  held  for  fourteen  years.  The 
book  was  written  during  a  sad  time.  He  was  old; 
the  war  was  on,  and  the  future  of  Rome  and, 
indeed,  the  western  world  was  profoundly  un- 
certain. Nevertheless,  he  wrote  in  a  spirit  of 
buoyant  hope,  of  inexhaustible  enthusiasm,  and 
of  passionate  search  after  the  historic  truths.  It 
was  typical  of  him.  Only  occasionally  did  he 
show  twinges  of  distress  at  the  changing  face  of 
the  eternal  city.  And  we,  who  read  these  pages 
today,  are  aware  of  even  worse  depredations 
that  have  happened  since  he  wrote,  which  would 
surely  have  horrified  him. 

Male  was  one  of  the  world's  great  art- 
historians,  for  the  simple  reason  that  his  books 
are  so  evocative.  He  carried  his  profound  learning 
lightly.  He  wrote  about  art  with  the  freshness 
of  a  man  of  letters.  He  besprinkled  old,  familiar 
themes  with  the  dew  of  expectancy  and  love. 
Whatever  he  touched  he  made  alive.  Whatever 
he  described — whether  pictures,  mosaics,  statues 
or  buildings — assumed  under  his  pen  a  new 
significance,  because  he  never  divorced  it  from 
the  immediate  history  of  the  age  which  had 
produced  it.  No  wonder  the  friend  who  lent 
Proust  a  copy  of  Male's  V  Art  Religieux  du  XHF 
Siecle  en  France  took  four  years  to  recover  it, 
thumbed  and  stained  as  it  had  by  then  become, 
with  patent  medicines.  The  author  of  A  la 
Recherche  learnt  how  to  recreate  the  past  by 
descriptive  passages  of  architecture  as  much 
from  Male  as  from  Ruskin. 

Male's  own  short  preface  explains  well  enough 
the  purpose  of  the  book,  which  Mr.  Buxton  has 
translated  with  such  scrupulous  exactness  and 
respect.  'We  have  not  written',  he  says,  'a 
traveller's  guidebook.  We  have  chosen,  from 
century  to  century  down  to  the  thirteenth, 
several  ancient  shrines,  of  which  some  have 
seduced  us  by  their  beauty,  others  by  their 


associations,  and  others  by  their  frescoes  or 
mosaics,  which  record  history,  and  open  bound- 
less vistas  to  the  imagination.'  These  reasons 
seem  to  me  the  very  best  which  any  reader  can 
wish  for.  And  so  the  author,  after  an  intro- 
ductory chapter  on  Rome  and  the  Roman 
Campagna,  proceeds  to  describe  the  Catacomb 
of  Vespasian's  grand-daughter,  Domitilla.  He 
concludes  with  a  chapter  on  the  only  Gothic 
church  to  have  been  built  in  Rome:  Santa  Maria 
sopra  Minerva. 

The  individual  buildings  arbitrarily  chosen  by 
Male  are  pegs  on  which  to  hang  a  whole  ward- 
robe of  theories  on  the  art  of  their  times.  These 
theories  are  for  the  most  part  incidental  to  the 
architecture  of  each  subject.  No  general  descrip- 
tions, however,  are  to  be  looked  for.  Male's 
deductions  are  always  based  on  the  evidence  of 
contemporary  events.  He  will  often  arrive  at 
dates,  not  from  conventional  archaeological 
evidence,  but  from  iconographical  evidence — 
from  the  fact  that  some  great  Christian  dispute, 
a  Council,  a  persecution,  a  divine  revelation, 
brought  about  a  change  of  style,  or  introduced  a 
new  medium  of  art.  His  deductions  are  far  too 
numerous  to  quote,  and  whether  all  of  them 
stand  up  to  present-day  scholastic  judgments,  or 
not,  makes  them  no  less  fascinating. 

Nowhere  is  he  more  interesting  than  when  he 
writes  about  the  Iconoclasts  of  Byzantium 
between  730  and  840.  He  attributes  the  great 
rise  of  mosaic  work  in  Rome  between  these 
years  to  the  expulsion  of  artists  from  Con- 
stantinople, and  their  welcome  by  the  Popes  in 
Rome.  The  moment  the  Iconoclastic  heresy  was 
defeated,  Roman  art  became  impoverished 
again.  Then  he  investigates  the  decline  of  Roman 
art  compared  with  the  richness  of  European  art 
generally  during  the  eleventh  century.  He  finds 
the  cause  in  the  worldliness  of  the  Papacy,  and  its 
concern  in  feudal  and  temporal  ambitions.  On 
the  other  hand,  he  believes  the  sudden  resump- 
tion of  mosaic  work  in  the  twelfth  century  to 
be  due  to  the  enthusiasm  of  one  man:  Abbot 
Desiderius  of  Monte  Cassino. 

The  archaeological  reader  will  find  this  book 
abounding  in  random  information.  He  will  learn 
how  the  square  halo  was  reserved  for  living  saintly 
persons,  and  how  the  Cosmati  marble  pavements 
of  the  thirteenth  century  derived  from  the  carpets 
of  the  imperial  palaces  of  Byzantium.  The  re- 
ligious reader  will  be  edified  by  the  heroic  stories 
of  the  young  Emperor  Otto  III,  who  strove 
after  holiness  through  kingship,  and  of  the  invalid 
Pope  Gregory  VII,  who  fought  for  the  freedom 
of  the  Church  from  the  trammels  of  the 
Empire. — J.L-M. 

AN  INDEX  OF  ATTRIBUTIONS  MADE 
IN  TUSCAN  SOURCES  BEFORE 
VASARI:  By  Peter  Murray.  (Florence: 
Leo  S.  Olschki,  2,000  lire  net.) 

TO  possess  all  the  source  books  on  Renaissance 
art  prior  to  Vasari's  Vite  must  be  the  desire  of 
every  student  of  this  field.  But  it  is  a  desire  which 
only  the  most  fortunate  will  be  able  to  accom- 
plish. Indeed,  relatively  few  libraries  possess 
editions  of  all  these  useful  books.  Dr.  Peter 
Murray's  index  of  attributions  made  in  Tuscan 
sources  before  1550  will  therefore  prove  of  great 
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value  to  every  student  of  Florentine  Renaissance 
painting,  sculpture  and  architecture.  The  book 
has  been  produced  in  a  very  convenient  pocket- 
able  format  and  can  be  used  by  the  traveller 
while  sight-seeing,  when  he  wishes  to  remember, 
for  instance,  the  remarks  of  half  a  dozen  early 
sixteenth-century  writers  on  the  works  of 
Donatello  in  S.  Lorenzo,  Florence. 

Dr.  Murray  has  combed  twenty-six  sources 
(all  of  which  have  been  published  though  some 
have  appeared  only  in  periodicals)  for  references 
to  works  of  art.  They  vary  in  date  from  Francesco 
da  Barberino's  Documenti  d'Amore  of  about  1308 
to  13 13  to  G.  B.  Gelli's  lecture  on  the  portrait  of 
Petrarch's  Laura  delivered  in  1549,  the  year 
before  Vasari's  great  chronicle  first  appeared. 
They  include  several  works  of  outstanding  value 
and  a  few  of  marginal  interest.  This  material  is 
arranged  under  the  names  of  artists  so  that  the 
reader  can  see  at  a  glance  which  works  have  been 
attributed  to  each  artist  by  the  various  sources. 
The  book  is  also  provided  with  a  topographical 
index.  Unfortunately,  however,  the  extracts 
from  the  sources  have  been  printed  in  admittedly 
free  English  versions  and  not  in  the  original 
Italian,  so  the  book  is  merely  an  index  and  in  no 
way  a  substitute  for  the  sources  which  will  still 
be  consulted  in  the  original  by  anyone  seriously 
interested  in  the  subject.  Brief  notes  record 
whether  the  works  of  art  are  still  in  situ  and 
comment  on  later  attributions. — B.D.F. 

IL  MUSEO  CIVICO  DI  BASSANO:  I 
DISEGNI  DI  ANTONIO  CANOVA:  By 

Elena  Bassi.  (Venice:  Neri  Pozza  for  the 
Fondazione  Giorgio  Cini,  4,000  lire  net.) 

DR.  BASSI'S  catalogue  of  the  drawings  by 
Antonio  Canova  in  the  Museo  Civico,  Bassano, 
is  a  worthy  companion  to  her  former  volume  in 
the  same  series  devoted  to  the  Gipsoteca  at 
Possagno.  It  accounts  for  the  vast  collection  of 
1,765  drawings  bequeathed  to  the  museum  by 
the  artist's  half-brother  in  185 1  and  the  22  mono- 
chrome sketches  bequeathed  by  Pietro  Stecchini 
in  1844.  All  these  works  are  fully  described  and 
more  than  two  hundred  and  fifty  of  them  are 
reproduced.  The  drawings  range  in  date  from 
some  academy  studies  which  Canova  executed 
on  his  first  visit  to  Rome  in  the  winter  of  1 779- 
1780  to  a  sketch  of  about  1820  for  his  statue  of  a 
recumbent  Magdalen.  Besides  preliminary  ideas 
for  his  own  statues,  they  include  careful  drawings 
of  antique  sculpture,  a  few  topographical  studies 
and  portraits,  and  a  large  number  of  briskly 
drawn  sketches  of  dancing  girls  and  other 
fantasies.  Dr.  Bassi  has  identified  many  of  the 
studies  for  Canova's  various  sculptural  projects 
(including  the  ill-fated  monument  to  Nelson) 
and  noted  the  subjects  of  his  copies  after  paintings 
and  antique  statues.  At  the  end  of  the  volume 
she  has  added  a  very  useful  chronological  list  of 
datable  drawings.  Never  before  has  the  graphic 
work  of  Antonio  Canova  been  so  thoroughly 
studied  and  lavishly  illustrated. 

Canova  can  hardly  be  described  as  a  great 
draughtsman  or  even  a  technically  accomplished 
one.  Indeed,  at  first  sight,  these  many  drawings 
seem  incredibly  incompetent  performances  for 
an  artist  who  was  such  a  virtuoso  in  the  handling 
of  clay  and  marble.  But  they  are  seldom  lacking 


in  brio  and  frequently  possess  a  poetic  quality 
which  is  as  difficult  to  describe  as  it  is  to  analyse. 
Although  they  are  far  from  being  great  drawings 
they  are  clearly  the  work  of  a  great  artist,  and 
they  must  be  taken  into  account  for  a  full 
appreciation  of  Canova's  personality.  They  show 
him  in  his  least  classically  inspired  moments  and 
remind  one  that  he  was  the  contemporary  not 
only  of  Jacques  Louis  David  but  also  of  Fuseli 
and  Blake.  All  future  students  of  neo-classicism 
in  general  and  Canova  in  particular  will  be 
deeply  indebted  to  Dr.  Bassi  for  this  valuable  and 
scholarly  work. — A.T. 

LA  GALLERIA  DELL'  ACCADEMIA  DI 
RAVENNA:  By  Alberto  Martini.  (Venice: 
Neri  Pozza,  3,000  lire  net.) 

THIS  volume  makes  a  valuable  addition  to  the 
series  of  catalogues  published  under  the  auspices 
of  the  Istituto  di  Storia  dell'  Arte  of  the  Giorgio 
Cini  Foundation,  Venice.  It  is  the  work  of  Dr. 
Alberto  Martini,  the  director  of  Ravenna 
gallery,  who  has  carried  out  considerable  re- 
search on  the  collection  not  only  in  the  numer- 
ous published  sources  but  also  in  archives.  The 
catalogue  accounts  for  106  paintings  and  one 
piece  of  sculpture  all  of  which  are  illustrated  and 
fully  described. 

Few  of  those  who  go  to  Ravenna  to  see  the 
mosaics  give  so  much  as  a  glance  to  the  Acca- 
demia ;  though,  as  this  catalogue  reveals,  it  is  well 
worth  a  visit.  Although  not  one  of  the  richest  of 
the  smaller  Italian  art  galleries,  it  contains 
several  works  of  great  beauty  and  one  outstand- 
ing masterpiece — the  only  work  of  sculpture — 
Tullio  Lombardo's  effigy  of  Guidarello  Guida- 
relli  which  was  carved  in  1525.  As  might  be 
expected,  much  of  the  space  in  the  gallery  is  given 
to  local  painters  such  as  Niccolo  Rondinelli, 
Francesco  Zaganelli  da  Cotignola,  Luca  Longhi 
and  Cesare  Pronti.  But  there  are  also  notable 
works  from  Bologna,  Venice  and  further  afield. 
The  collection  ranges  in  date  from  the  early 
fourteenth  to  the  late  eighteenth  century. 

Among  the  earlier  pictures  the  most  interest- 
ing are  a  small  Crucifixion  attributed  by  Berenson 
to  Lorenzo  Monaco,  another  painting  of  the 
same  subject  ascribed  variously  to  Francesco 
de'  Franceschi  and  Antonio  Vivarini,  and  two 
panels  representing  St.  Peter  and  St.  Lawrence 
which  Dr.  Martini  plausibly  attributes  to  Gentile 
Bellini.  Sixteenth-century  paintings  include  a 
very  fine  half-length  of  the  Redeemer  by  Paris 
Bordone  and  two  striking  mannerist  works, 
Vasari's  Deposition  of  1548  andjacopo  Ligozzi's 
Martirio  dei  Santi  Quattro  Coronati  painted  for  the 
church  of  the  Ponte  Santo,  Imola,  in  1596.  There 
are,  of  course,  several  Bolognese  seicento  pictures 
of  which  the  most  important  are  three  painted 
for  the  monastic  church  at  Classe:  Guercino's 
San  Romualdo  of  1640,  Carlo  Cignani's  St. 
Benedict  of  1670,  and  Marc'  Antonio  Frances- 
chini's  St.  Bartholomew  and  St.  Severus  of  1683. 
Seventeenth-century  paintings  of  other  schools 
include  Camillo  Procaccini's  Martyrdom  of  St. 
Philip  and  St.  James,  which  once  hung  in  the 
church  of  San  Vitale,  and  a  wonderfully  spirited 
Apollo  and  Daphne  by  Sebastiano  Mazzoni. 
Among  the  few  eighteenth-century  pictures  the 
only  outstanding  one  is  a  sketch  for  the  decora- 
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tion  of  a  staircase  which,  after  having  been 
attributed  to  various  artists,  is  now  accepted  as 
the  work  of  Giovanni  Antonio  Pellegrini. — H.H. 

BOOK  PRODUCTION  NOTES 

By  Ruari  McLean 

MR.  GRAHAM  REYNOLDS'  Catalogue  of  the 
Constable  Collection  in  the  Victoria  and  Albert 
Museum,  a  review  of  which  will  appear  in  the 
next  issue,  is  a  fine  piece  of  book  production, 
admirably  designed  and  well  printed  by  John 
Wright  &  Sons  Ltd.,  of  Bristol.  The  catalogue 
itself  makes  245  pages  (size  9-f-  in.  x  7  in.), 
followed  by  310  pages  of  monochrome  half- 
tone reproductions  on  art  paper,  and  an  index. 
The  complicated  catalogue  is  set  in  'Monotype' 
Bembo,  which  again  proves  its  flexibility  and 
general  elegance  in  the  varied,  uneven  nature  of 
catalogue  work,  requiring  small  and  large  sizes 
as  well  as  all  the  alphabets  in  the  die-case.  The 
binding,  plain  and  dignified,  is  in  green  buckram. 
A  book  of  this  size  and  worth  surely  deserves  a 
colophon  giving  at  least  the  names  of  the  manu- 
facturers of  the  blocks  (which  are  very  good 
indeed),  the  paper-makers,  and  the  binders. 

W.  A.  Dwiggins  (1 880-1956),  the  American 
designer,  was  one  of  the  major  illustrators  and 
decorators  of  books  in  the  twentieth  century. 
His  early  work  was  shown  in  The  Fleuron  and 
the  Dolphin,  and  isolated  examples  were  re- 
produced in  The  Art  of  the  Book  and  elsewhere, 
but  few  examples  of  his  books — let  alone  his 
ephemeral  work — have  actually  been  seen  in 
Britain:  it  is  time  an  exhibition  was  organized. 
His  line  drawings  in  black  and  white  were 
conventional  in  technique  although  often 
startlingly  odd  in  conception :  but  he  used  colour 
in  a  completely  fresh  way,  and  persuaded  his 
publishers — usually  Alfred  Knopf — to  use  it 
richly.  He  was  also  one  of  the  very  few  graphic 
designers  of  this  century  able  to  invent  new  kinds 
of  decoration  to  go  with  type,  which  he  did 
with  a  system  of  stencils.  Perhaps  the  best  use  he 
made  of  his  ability  to  decorate  (as  opposed  to 
illustrate)  was  in  his  designs  for  book  spines  and 
cases.  Three  of  his  most  characteristic  and  beauti- 
ful books  were  Gulliver's  Travels  for  The  Peter 
Pauper  Press,  The  Time  Machine  for  Random 
House,  and  Tartarin  of  Tarascon  for  the  Limited 
Editions  Club. 

Postscript  to  Dwiggins,  recently  published  by 
the  Typophiles  of  New  York,  is  a  two-volume 
collection  of  essays  and  recollections  admirably 
edited  by  Paul  Bennett,  delectably  designed  by 
Rudolph  Ruzicka,  and  printed  by  the  Anthoen- 
sen  Press  at  Maine  (text  pages),  the  Meriden 
Gravure  Company  at  Meriden,  Connecticut 
(cover  papers  and  photographic  illustrations) 
and  Colorgraphic  Offset  Company  (the  colour 
reproductions  of  Dwiggins's  work).  Six  hundred 
copies  only  are  for  sale  at  $11.00  post  paid; 
orders  and  cheques  to  be  sent  to  Mr.  Paul 
Bennett,  3555  80th  Street,  Jackson  Heights, 
New  York  72,  New  York. 

I  referred  in  May  to  the  Penguin  Car  Handbook 
as  showing  a  new  level  of  monochrome  offset 
printing  in  England,  and  solving  the  perennial 
problem  of  combining  type  with  line  drawings 
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and  photographs  on  cheap,  non-shiny  paper. 
Penguins  have  also  pioneered  some  of  the  best 
offset  colour  printing  in  England,  for  Puffin 
Picture  Books:  but  Continental  and  American 
offset  printing  is  still  in  advance  of  ours.  A  recent 
example  is  Trees  and  Bushes  in  Wood  and  Hedge- 
row, by  Helge  Vedel  and  Johan  Lange,  published 
by  Methuen  at  sixteen  shillings,  a  remarkably 
low  price  for  a  book  of  224  pages,  of  which  96 
are  in  full  colour  and  the  rest  in  two  colours.  The 
offset  printing  in  six  colours  was  done  in 
Denmark ;  the  quality  of  the  printing  and  of  the 
illustrations  by  Ebbe  Sunesen  and  Preben 
Dahlstrom  combine  to  make  this  the  most 
beautiful  illustrated  book  I  have  seen  for  a  long 
time.  The  complicated  typography  has  also  been 
brilliantly  designed. 

BOOKS  RECEIVED 

(The  inclusion  of  a  book  in  this  list  does  not 
preclude  us  from  publishing  a  review  later.) 

Wedgwood  and  Artists:  By  Harry  M.  Buten. 
Merion,  Pennsylvania,  U.S.A.:  Buten  Mu- 
seum of  Wedgwood  (246  North  Bowman 
Avenue).  $4.00  (post  paid  from  the  Museum). 

Daumier  Drawings:  By  K.  E.  Maison. 
London:  Thomas  Yoseloff.  63s  net. 

Heraldry  in  the  Victoria  and  Albert 
Museum:  By  John  A.  Goodall.  London: 
H.M.  Stationery  Office.  2s.  6d.  net. 

A  Brief  History  of  the  National  Gallery 
with  a  representative  selection  of  pictures: 

By  Michael  Levey,  Assistant  Keeper.  Fore- 
word by  the  Director.  Also  editions  in 
French,  German  and  Italian.  London:  Pitkin 
Pictorials.  2s.  6d.  net. 

Symbols,  Signs  and  their  meaning:  By 

Arnold  Whittick.  London:  Leonard  Hill 
(Books)  Ltd.  50s.  net. 

The  Arts  of  Man:  By  Eric  Newton.  London: 
Thames  &  Hudson.  32s.  6d.  net. 

Themes  and  Variations.  Five  centuries  of 
master  copies  and  interpretations:  By 

K.  E.  Maison.  With  an  introduction  by 
Michael  Ayrton.  London :  Thames  &  Hudson. 
£4  15s.  net. 


The  Old  Water-Colour  Society's  Club. 
The  Thirty-Fifth  Annual  Volume:  Edited 
by  Adrian  Bury.  London:  The  Old  Water- 
Colour  Society  (26  Conduit  Street,  W.i). 
Issued  only  to  members. 

The  Museums  Journal.  Volume  60.  Number 
6.  September  i960.  London:  The  Museums 
Association  (33  Fitzroy  Street,  Fitzroy  Square, 
W.i).  4s.  net. 

Der  Bildhauer  Emilio  Greco:  By  Bernhard 

Degenhart.  Mainz,  Germany:  Florian  Kup- 
ferberg  Verlag.  DM.  28 — . 

Roman  Coins  from  the  earliest  times  to  the 
fall  of  the  Western  Empire:  By  Harold 
Mattingly.  London:  Methuen  &  Co.  Ltd. 
63  s.  net. 

Art  Plunder.  The  fate  of  works  of  art  in 
war,  revolution  and  peace:  By  Wilhelm 
Treue.  Translated  by  Basil  Creighton.  Lon- 
don: Methuen  &  Co.  Ltd.  25s.  net. 

Art  of  the  World.  III.  Africa.  The  Art  of  the 
Negro  Peoples:  By  Elsy  Leuzinger.  Trans- 
lated by  Ann  E.  Keep,  Dr.  Phil.  London: 
Metheun  &  Co.  Ltd.  42s.  net. 

European  Art.  A  Traveller's  Guide:  By 

Wolfgang  Stadler.  Edinburgh:  Thomas  Nel- 
son &  Sons  Ltd.  42s.  net. 

The  Nude:  By  Kenneth  Clark.  Harmonds- 
worth,  Middlesex:  Penguin  Books  (A  Pelican 
Book).  9s.  6d.  net. 

London  the  unique  city:  By  Steen  Eiler 
Rasmussen.  Harmondsworth,  Middlesex: 
Penguin  Books  (A  Pelican  Book).  5s.  net. 

The  Pelican  History  of  Music.  Volume  I. 
Ancient  Forms  of  Polyphony:  Edited  by 
Denis  Stevens  and  Alec  Robertson.  Harmonds- 
worth, Middlesex :  Penguin  Books  (A  Pelican 
Book).  5s.  net. 

Dali.  A  Study  of  his  Art-in-Jewels.  The 
Collection  of  the  Owen  Cheatam  Founda- 
tion: Foreword  by  A.  Hyatt  Mayor.  Com- 
ments and  Captions  by  the  Artist.  Edited  by 
Lida  Livingston.  London:  Distributed  by 
Studio  Books  for  the  New  York  Graphic 
Society.  £4  4s. 

The  Etruscan  Lion:  By  W.  Llewellyn  Brown. 
(Oxford  Monographs  on  Classical  Archaeology: 
Edited  by  Sir  John  Beazley  and  Bernard 
Ashmole).  Clarendon  Press:  Oxford  Uni- 
versity Press.  £4  4s.  net. 

The  Metamorphosis  of  the  Gods:  By  Andre 
Malraux.  Translated  by  Stuart  Gilbert.  Lon- 
don: Martin  Seeker  and  Warburg.  £7  10s. 
net. 


Messrs.  McGraw  Hill,  London,  inform  us  that 
they  now  have  ample  supplies  of  the  English 
edition  of  Italian  Maiolica,  by  Giuseppe 
Liverani,  which  was  reviewed  in  The  Connoisseur, 
November,  i960. 
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Contributed  by  Adrian  Bury 


Round  about  the  Galleries 


Francesco  Botticini 

IT  would  be  interesting  to  know  how  many  or 
how  few  portraits  dating  from  about  1470 
have  survived  almost  intact  since  they  were 
painted.  One  looks  at  the  effigy  of  a  young  man 
wearing  a  dark  cap  over  his  long,  wavy  auburn 
hair,  and  a  dark  dress  with  slashed  sleeves,  by 
Francesco  Botticini  at  the  Knoedler  Gallery  (34 
St.  James's  Street,  London)  with  wonderment  as 
a  picture  that  links  the  present  chaotic  age  of  art 
with  that  of  the  splendid  reason  of  the  Florentine 
Renaissance.  Though  Botticini's  name  is  not 
among  the  resounding  ones  of  that  period,  this 
masterly  little  picture  places  him  creditably  with 
his  great  contemporaries.  Flis  method  of  painting 
in  tempera  on  a  panel,  precise  linear  drawing  and 
refined  touch  with  the  pigments  ensured  this 
work  of  art's  longevity  far  more  effectively  than 
any  other  manner  could  have  done  except 
sculpture  or  engraving. 

Francesco  Botticini  (1446- 149 8)  was  the  son  of 
Giovanni  di  Domenico  Botticini,  a  painter  of 
playing  cards.  He  was  a  pupil  of  Neri  di  Bicci, 
influenced  by  Castagno,  and  worked  under  and 
was  formed  by  Cosimo  RosseUi  and  Verrocchio. 
Later  he  was  influenced  by  Amico  di  Sandro. 

The  attribution  is  Berenson's,  and  though  the 
picture  does  not  offer  much  scope  for  stylistic 
criticism  it  shows  an  undeniable  resemblance  in 
drawing  and  modelling  to  Botticini's  Angels  in 
his  Altar  Piece  in  the  Collegiata  at  Empoli.  The 
picture  has  been  catalogued  by  Berenson  as 
follows:  The  Florentine  Painters  of  the  Renaissance, 
London,  1909,  p.  121;  Italian  Pictures  of  the 
Renaissance,  Oxford,  1932,  p.  108;  Pitture 
Italiane  del  Renasciamento,  Milan,  1936,  p.  93.  It 
has  also  been  reproduced  by  Tancred  Borenius: 
A  Catalogue  of  the  Paintings  at  Doughty  House 
Richmond  and  Elsewhere  in  the  Collection  of  Sir 
Frederick  Cook,  London,  1913,  Vol.  I,  facing  p.  32. 

Conversational 

ALTHOUGH  Arthur  Devis  (1711-1787)  must 
have  been  well  known  in  his  time  judging  by 
the  quantity  of  work  that  he  achieved  and  the 
society  in  which  he  mingled,  it  is  only  of  recent 
years  that  his  position  has  been  resuscitated :  and 
commendably  so,  for  Devis  was  an  important 
minor  master  in  the  so-called  conversation- 
piece.  Had  he  worked  continuously  in  London 
or  at  some  fashionable  place  such  as  Bath,  or 
been  a  member  of  the  Royal  Academy,  his  fame 
might  not  have  been  so  obscure  for  a  long  time. 
Said  to  have  studied  first  with  Pieter  Tillemans, 
he  probably  learned  something  from  this  master 
as  regards  landscape  but  his  figures  are  essentially 
his  own,  and  they  are  expressed  with  absolute 
honesty  and  industry.  Looking  at  a  number  of 
pictures  by  Devis  we  gather  a  truthful  idea  of  the 
well-to-do  rhythm  of  the  English  country  house 


during  the  middle  of  the  eighteenth  century.  His 
family  groups,  seated  in  beautifully  furnished 
rooms  or  taking  the  air  in  exclusive  garden 
environments  give  students  of  the  period  much 
valuable  information. 

One  of  the  artist's  best  pictures  is  that  known 
as  The  Sefton  Family,  painted  at  Hawkesley  Hall, 
Pemberton,  Lancashire.  Here  are  Mr.  and  Mrs. 
Sefton  seated  sedately  under  a  tree,  their 
three  sons  standing  dutifully  about  dressed  in 
brown  breeches  and  coats  and  turquoise  waist- 
coats. The  picture  (35  X  49  in.)  now  at  Messrs. 
Frost  &  Reed  (41  New  Bond  Street)  is  illustrated 
plate  59  in  Sacheverel  Sitwell's  charming  book, 
Conversation  Pieces. 

Queen  of  Hearts 

AN  enchanting  little  portrait  of  an  enchantress  is 
the  immediate  reaction  to  a  small  panel  of 
Elizabeth  of  Bohemia  by  Michael  Jansz  van 
Miereveldt  (Pulitzer  Gallery,  5  Kensington 
High  Street).  As  history  tells  us,  this  daughter  of 
James  I,  sister  of  Charles  I,  and  mother  of  Prince 
Rupprecht  was  a  'Queen  of  Hearts',  and  one 
need  but  recall  Sir  Henry  Wotton's  immortal 
lines  to  prove  it : 

You  meaner  beauties  of  the  night, 
That  poorly  satisfy  our  eyes 

More  by  your  number  than  your  light, 
You  common  people  of  the  skies ; 

What  are  you  when  the  moon  shall  rise? 

So,  when  my  mistress  shall  be  seen 
In  form  and  beauty  of  her  mind, 

By  virtue  first,  then  choice,  a  Queen, 
Tell  me,  if  she  were  not  design'd 

Th'echpse  and  glory  of  her  kind. 
Like  so  many  of  the  Stuarts  she  was  ill-fated. 
Married  to  Frederick  V,  Elector  of  the  Palatine, 
Elizabeth  was  'eclipsed'  when  the  Elector  was 
routed  by  the  Catholic  League,  but  she  endured 
her  exile  and  poverty  in  Holland  with  typical 
Stuart  courage  and  dignity.  She  died  in  England 
in  1662.  There  are  several  portraits  of  Elizabeth 
in  existence,  notably  one  in  the  National 
Portrait  Gallery,  also  by  Miereveldt. 

Girtin  the  First 

THOMAS  GIRTIN'S  watercolours  have  been 
so  well  documented  of  recent  years,  thanks  to 
the  devoted  enthusiasm  of  his  late  great-grand- 
son, the  fourth  Thomas  Girtin  in  direct  succes- 
sion, that  to  find  an  unrecorded  one  is  a  rare 
pleasure.  A  Ruined  Abbey  at  Messrs.  Colnaghi's  is 
thought  to  be  another  version  of  the  famous 
Tintern(?).  Suffice  it  to  say  that  it  is  Tom  Girtin  at 
his  most  poetic,  the  three  Gothic  arches  of  the 
roofless  building  being  'written  down',  as  it 
were,  in  exquisite  handwriting.  A  tree  to  the 
left  and  other  vegetation  are  likewise  the 
inspired  expression  of  the  supreme  master  of  the 


medium.  The  collector  who  ultimately  possesses 
it  may  be  assured  of  a  tiling  of  beauty  that  will 
be  a  joy  for  ever. 

Delightful  Derivation 

WHENEVER  I  see  a  good  E.  M.  Wimperis 
(183  5-1900)  I  envy  the  English  landscapists  who 
lived  and  worked  in  a  pastoral  scene  before  the 
advent  of  the  car  and  aeroplane  dominated  it 
with  noise  and  agitation.  Wimperis  knew  the 
countryside  much  as  Constable,  De  Wint, 
David  Cox  and  Mueller.  Both  in  oils  and  water- 
colours  he  was  in  direct  descent  from  these  fore- 
runners. Nor  was  it  thought,  sixty  or  more  years 
ago,  derogatory  to  learn  one's  'trade'  from  one's 
admired  predecessors.  All  art  of  any  importance 
has  its  derivations.  The  proof  is  that  Wimperis 
evolved  his  own  style  from  nature  and  the 
tradition.  Whatever  his  influences,  one  can 
identify  his  personality  in  any  exhibition. 

A  picture  entitled  A  Common  Scene  with 
Cattle,  1886,  probably  painted  in  Sussex,  at  the 
Omell  Galleries  (22  Bury  Street)  is  a  happy 
blend  of  poetry  and  realism,  broadly  handled 
and  atmospherically  true.  In  referring  to  Wim- 
peris, I  put  in  a  word  also  for  Tom  Collier,  his 
great  friend.  They  had  much  in  common 
technically  and  emotionally.  Both  handled  oils 
and  watercolours  with  that  distinction  making 
for  permanent  interest  in  their  work. 

Master  of  Marine  Subjects 

BORN  in  the  same  city,  Chester,  seventeen 
years  before  Wimperis,  Oswald  Brierly  became 
one  of  the  most  important  marine  artists  of  the 
nineteenth  century.  Fortunate  in  his  time,  for  he 
had  Turner — a  great  painter  of  the  sea  as  well  as 
everything  else — and  Clarkson  Stanfield  to  look 
upon  when  their  works  came  fresh  from  their 
easels,  Brierly  developed  his  art  with  consider- 
able strength  and  accurate  knowledge.  He  came 
into  the  last  era  of  the  picturesque  sailing  warship 
and  merchantman.  A  Brierly  H.M.S.  Agamem- 
non at  Batoum,  Black  Sea,  in  Company  with  French 
Warships  during  the  Crimean  War,  at  the  Parker 
Galleries  (2  Albemarle  Street)  is  a  reminder  of 
the  wooden  walls  of  old  England.  The  artist 
acquired  a  sailor's  knowledge  of  the  sea  and  ships, 
for  he  sailed  round  the  world  in  his  youth.  Later 
he  accompanied  the  allied  fleets  to  the  Baltic,  of 
which  adventure  the  picture  under  discussion  is 
an  example.  He  was  with  the  Prince  of  Wales  on 
his  Nile  tour,  and  with  the  Duke  of  Edinburgh 
in  1867/8  on  the  Galatea's  world  voyage. 

At  a  time  when  quite  a  few  watercolourists 
abandoned  the  Old  Water-Colour  Society  in 
order  to  become  members  of  the  Royal  Academy 
(one  could  not  belong  to  both  in  those  days), 
Brierly  chose  the  Water-Colour  Society.  He 
was    appointed    Marine    Painter    to  Queen 
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Victoria  in  1874  and  Curator  of  the  Painted  Hall 
at  Greenwich  in  1881.  He  died  in  1894,  his  life 
linking  him  almost  with  Trafalgar  and  our  two- 
power  standard  of  naval  policy  of  happy 
memory. 

Mrs.  Raynes  at  Home 

HAVING  in  ages  past  watched  Wilson  Steer, 
elephantine  of  figure,  taciturn  of  mood,  con- 
centrating on  chess  at  his  club,  I  can  testify  to 
the  truth  of  Henry  Tonks's  impression  of  him 
in  Mrs.  Raynes'  Tea-Party  (15  x  2o£  in.)  signed 
with  initials  and  dated  1928  (Fine  Art  Society, 
148  New  Bond  Street).  Mrs.  Raynes  was  Steer's 
housekeeper  and  she  is  immortalised  in  more 
than  one  portrait,  notably  by  Steer  in  the  Tate 
Gallery. 

The  Fine  Art  Society's  picture  is  a  scintillating 
souvenir  of  the  between-wars  days,  and  the 
background  is  Steer's  peaceful  drawing-room  in 
Cheyne  Walk.  The  housekeeper  seated  in  an 
arm-chair,  second  from  the  left,  is  contemplating 
her  guests  with  a  certain  superior  detachment  as 
Steer  pours  out  another  cup.  Drawing,  com- 
position, lighting,  colour,  furniture,  pictures  on 
the  walls  are  both  a  period  piece  and  memorial 
to  one  of  the  best-known  figures  in  English 
Impressionist  painting.  Tonks,  Steer's  life-long 
friend,  was  obviously  determined  to  do  justice 
to  tins  homely  occasion.  Another  version  of  this 
picture  is  in  the  Slade  School,  and  is  illustrated 
(p.  60)  in  D.  S.  MacColl's,  P.  Wilson  Steer. 

Ingres  Paper 

TIME  was  when  pencil  drawings  by  Ingres  were 
among  the  ideals  of  art  students,  and  many  an 
aspirant  to  drawing  fame  would  linger  hope- 
fully over  reproductions  on  art  school  walls. 
Whether  students  babbling  the  contemporary 
idiom  ever  look  at  Ingres  nowadays  I  do  not 
know,  but  I  see  very  little  signs  that  they  learn 
anything  from  his  style.  'All  that  sort  of  thing  is 
out  of  date  and  done  with',  said  one  of  them 
recently  to  me.  Clearly  as  far  as  his  work  was 
concerned  it  was.  Ingres  said,  'drawing  is  the 
probity  of  art'.  It  was  for  him  the  foundation  of 
good  painting.  'It  is  the  inner  form,  the  structure, 
the  modelling . . .  Drawing  includes  seven-eighths 
of  what  constitutes  painting.'  An  Ingres  sketch 
at  the  Reid  Gallery  (23  Cork  Street)  entitled 
Etude  pour  Angilique  (pencil,  9^  x  6\  in.)  dated 
1 8 18,  is  the  preliminary  note  for  the  picture 
Angelique  et  Roger.  The  pose  corresponds  with 
that  of  the  Ingres  drawings  in  the  Fogg  Museum, 
reproduced  as  No.  24  Ingres  Dessins  (J.  Mathay), 
and  that  of  the  sketch  for  the  small  picture 
reproduced  in  Ingres  by  M.  Georges  Wildenstein 
(No.  77). 

Hoppner's  Attributes 

THE  portrait  of  Mrs.  Mowbray  by  John 
Hoppner  at  the  St.  James's  Galleries  (75  Jermyn 
Street)  proves  how  good  this  artist  could  be  in  a 
subject  that  appealed  to  him.  As  early  as  1783, 
when  Hoppner  was  twenty-five,  he  was  hailed 
by  the  critic  of  the  Morning  Chronicle  as  a  genius, 
and  one  'who  cannot  fail  to  be  a  great  painter'. 
That  he  was  also  a  writer  of  remarkable  if  spite- 
ful ability  emerges  from  his  Address  to  the  Public 
printed  in  the  Morning  Post  on  2nd  and  4th  July, 
1785.  The  artist  had  admitted  writing  hostile 


criticism  on  Benjamin  West,  Mr.  and  Mrs. 
Cosway  and  John  Copley,  and  his  Address  is  an 
explanation,  not  wholly  convincing,  of  his 
attitude.  A  later  attack  on  Copley's  picture  of  the 
three  princesses,  one  of  the  best  royal  groups  ever 
painted,  is  as  unfair  as  it  is  malicious.  A  review  in 
The  Quarterly  of  a  posthumous  volume  by 
Edward  Edwards,  A.R.A.,  is  a  quite  discreditable 
performance. 

This  unhappy  part  of  art  history  may  be  found 
in  William  T.  Whitley's  Artists  and  Their  Friends 
in  England,  1700-1799.  One  can  but  regret  that 
Hoppner  should  have  been  so  difficult  and 
dangerous  a  personality.  When  it  came  to  paint- 
ing a  beautiful  woman  such  as  Mrs.  Mowbray, 
his  sense  of  beauty  and  chivalry  are  the  manifest 
expression  of  an  artist  who  disputed  the  fashion- 
able world  with  the  great  and  popular  Lawrence 
himself. 

Dutch  Landscape 

A  JAN  HACKAERT  at  the  Paul  Larsen 
Gallery  (43  Duke  Street,  St.  James's)  is  typical 
of  this  artist's  attractive  manner  with  sunlight 
shining  along  an  avenue  of  trees.  Hackaert  first 
studied  in  Amsterdam,  where  he  was  born  in 
1622,  and  then  travelled  through  Switzerland 
and  Germany.  An  interesting  facet  to  his  career 
is  that  the  figures  in  his  pictures  were  painted  by 
various  artists.  In  the  one  here  illustrated  they 
are  the  work  of  Jan  Lingelbach.  But  Adriaen 
van  de  Velde,  Philip  Wouvermans  and  Berchem 
also  collaborated  in  this  respect.  Pictures  by 
Hackaert  are  to  be  seen  in  many  important 
galleries  including  the  National  Gallery  and  the 
Rijksmuseum. 

Swiss  Landscape 

CONTEMPLATING  a  watermill  with  ducks 
and  chickens  (22  x  18  in.)  by  Gustave  Courbet 
at  Messrs.  Wildenstein  (147  New  Bond  Street), 
the  artist's  tragedy  is  recalled  by  the  date  1876 
inscribed  on  the  canvas.  This  impression  of 
nature  was  therefore  one  of  the  last  from 
Courbet's  brush,  and  considering  his  troubles  at 
the  time,  how  commendable  it  was  that  he  could 
still  paint  with  such  lyrical  intensity.  It  will  be 
remembered  that  Courbet  joined  the  Commune 
in  April,  1871,  was  arrested  and  pronounced 
responsible  for  the  destruction  of  the  Vendome 
Column,  endured  six  months  of  prison  and  the 
hostility  of  his  fellow  citizens  when,  after 
serving  his  sentence,  he  returned  to  his  native 
Ornans.  His  effects  confiscated  in  1873,  his  exile 
to  Switzerland  in  the  summer  of  that  year — all 
these  misfortunes  would  reduce  any  artist  to 
despair.  But  when  he  finally  settled  in  the  little 
town  of  La  Tour  de  Peilz,  near  Vevey,  visits 
from  sympathetic  friends  and  patrons  restored 
Courbet  to  hope. 

During  the  years  1873-77  the  artist  painted 
many  pictures,  of  which  the  water-mill  with 
ducks  and  chickens  is  a  good  example,  as  are  The 
Bridge  at  Fleurier  (1873),  the  Castle  of  Chillon  (c. 
1874),  The  Terrace  at  Bon-Port  (c.  1876),  and  Lake 
Geneva  (1877).  In  this  year  Courbet  was  fined 
323,000  francs,  the  cost  of  re-erecting  the 
Vendome  Column.  It  was  the  climax  to  his 
troubles,  and,  already  suffering  from  a  fatal 
illness,  he  died  on  31st  December. 


Old  Water-Colours 

AS  the  great  names  in  the  British  watercolour 
school  become  increasingly  difficult  to  find,  and 
expensive  to  acquire,  the  discerning  collector 
looks  for  good  examples  by  lesser  known 
artists.  Messrs.  Frank  T.  Sabin  (Park  House 
Rutland  Gate)  always  have  a  variety  of  subjects 
and  styles.  For  connoisseurs  interested  in  topo- 
graphical ones  I  commend  such  a  drawing  as 
Robert  Cleveley's  View  of  Billingsgate  at  High 
Water.  Somewhat  on  the  large  size,  it  is  a  lively 
scene  crowded  with  ships  and  figures  with  a 
view  upstream  towards  London  Bridge.  The 
figures  and  reflections  in  the  water  are  skilfully 
delineated,  and  the  ships  and  buildings  most 
truthfully  observed.  This  drawing,  signed  1791, 
was  exhibited  at  the  Royal  Academy  the  follow- 
ing year. 

It  is  pleasing  to  come  across  drawings  of  places 
that  remain  today  much  as  they  were  in  olden 
times.  John  Buchler's  Eton  College,  1 811,  is  a  case 
in  point,  as  is  Francis  Nicholson's  little  water- 
colour  of  Scarborough  cliffs.  But  A.  C.  Pugin, 
who  collaborated  with  Rowlandson  in  the 
celebrated  Microcosm  of  London,  would  not 
recognise  the  neighbourhood  of  Putney  Bridge 
could  he  come  on  the  scene  again;  although 
Fulham  Church,  which  he  interpreted  in 
gouache  in  1799,  still  stands  gracefully  remote 
from  the  hurly-burly  of  incessant  noise  and 
traffic. 

Further  afield  John  Glover  proves  his  ability 
with  a  drawing  of  a  bridge  over  the  River  Trent. 

Other  notable  works  at  the  Frank  T.  Sabin 
Gallery  are  by  Joshua  Cristall — a  group  of  Welsh 
milkmaids  with  a  background  of  Cader  Idris, 
exhibited  at  the  Old  Society  in  1825— John 
Miller,  a  drawing  of  Eton,  and  there  are  examples 
by  John  Webber,  Gideon  Yates,  T.  C.  Dibdin 
and  G.  F.  Robson. 

A  great  name,  however,  in  this  series  is 
Constable:  and  his  St.  Martin  s  Church,  Salisbury 
is  a  lovely  pencil  drawing.  Few  artists  could 
handle  this  difficult  tool  with  such  distinction. 
The  drawing  has  an  interesting  history.  The 
prominent  line  of  trees  runs  on  both  sides  of  a 
path,  which  bisects  the  churchyard  diagonally, 
and  is  still  there.  The  spire  of  the  church  is  said 
to  have  influenced  the  spire  of  the  cathedral. 
This  little  drawing  (4I  X  7^  in.)  came  from  the 
collections  of  Maria  Louisa  Constable,  the 
artist's  daughter,  Isabel  Constable,  R.  A. 
Thompson  of  the  Victoria  and  Albert  Museum, 
and  Mrs.  Bell  Duckett.  It  is  in  perfect  condition. 

Traditional  School 

A  RECENT  exhibition  of  the  works  of  students 
at  the  Byam  Shaw  School  of  Painting  and  Draw- 
ing revealed  a  welcome  consistency  of  ideal, 
standard  and  intelligence  in  art  education.  This 
school,  one  of  the  last  independent  ones  in 
London,  was  established  in  1910  by  Byam  Shaw 
and  Rex  Vicat  Cole ;  and  it  is  good  news  that  the 
appeal  for  funds  to  preserve  it,  launched  some 
time  ago,  has  met  with  such  a  generous  response. 
Half  the  sum  needed  has  already  been  sub- 
scribed. This  is  an  encouraging  tribute  to  the 
school's  important  place  in  the  art-educational 
world.  More  money,  however,  is  necessary  to 
make  it  completely  secure  financially. 
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IN  THE  GALLERIES 


X.  Arthur  Devis.  The  Sefton  Family  (Richard 
Molyneux  Esq.), canvas,  35  49  in.  Messrs.  Frost 
&  Reed:  41  New  Bond  Street,  London.  2. 
Henry  Tonks,  R.A.  Mrs.  Riiynes'  Tea  Party, 
canvas,  15  20J  in.  The  Fine  Art  Society:  148 
New  Bond  Street,  London.  3.  E.  M.  Wimperis. 
Landscape,  canvas,  29  43  in.  The  Omell  Gal- 
leries: 22  Bury  Street,  London,  S.W.I.  4. 
J.-A.-D.  Ingres.  Etude  pour  Angelique  (1818), 
pencil,  9J  •  6J  in.  The  Reid  Galleries:  23  Cork 
Street,  London.  5.  Francesco  Botticini.  Por- 
trait of  a  Young  Man,  tempera  on  panel,  15 j: 
ill  in.  Messrs.  Knoedler:  St.  James's  Street, 
London,  S.W.I.  6.  Jan  Hackaert.  Landscape 
(figures  by  Johannes  Lingelbach),  canvas,  22J  ■ 
197  in.  Paul  Larsen  Gallery:  43  Duke  Street, 
London,  S.W.i. 
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In  Praise  of  Earth 

AN  AUTUMN  EXHIBITION  AT 
THE  LEONARD  KOETSER  GALLERY 

IN  face  of  the  increasing  difficulty  of  finding  Old  Master  works 
of  really  fine  quality  it  is  courageous  of  any  fine  art  dealer  to 
stage  an  exhibition  twice  a  year.  Yet  Mr.  Leonard  Koetser,  in  his 
intimate  Duke  Street,  London,  Gallery,  has  now  established  his 
Spring  and  Autumn  shows  as  an  institution.  The  current  one 
retains  the  standard  we  have  grown  to  expect,  and  on  this  occa- 
sion— as  he  tells  us  in  the  foreword  to  his  catalogue — he  has  in- 
cluded a  few  important  Impressionist  and  other  French  works 
alongside  the  usual  offering  of  Netherlandish  and  eighteenth- 
century  masters.  So  Renoir  is  here  with  one  of  his  lovely  little 
landscapes  of  Cagnes,  painted  early  in  the  period  of  his  living 
there;  and  Bcrthe  Monsot  with  another  fine  Impressionist 
landscape  characteristic  of  her  fresh  feminine  charm;  and,  of 


even  later  date,  Vlaminck  with  an  interesting  drawing  of  a  wide 
river  valley.  Eighteenth-century  France  is  also  to  the  fore. 
Fragonard's  L'Ecttrie  de  I'Ane,  one  of  his  well-documented  and 
often  exhibited  works  and  one  with  a  notable  provenance,  is  in 
company  with  two  delightful  paintings  of  family  sentiment  by 
Boilly:  Les  deux  Soeurs,  and  L  Heureuse  Famille. 

In  spite  of  this  welcome  Gallic  invasion,  however,  the  essential 
character  of  Mr.  Koetser's  exhibition  remains:  the  main  emphasis 
on  impressive  Dutch  and  Flemish  paintings,  and  a  secondary  one 
upon  eighteenth-century  Venice.  Among  the  seventeenth- 
century  masters  the  great  Ruysdael,  View  on  the  Ijscl,  with  a 
provenance  stretching  back  to  the  Royal  collections  of  the 
Netherlands  and  of  Bavaria,  is  probably  the  most  important  of 
the  works  showing,  a  large  picture  signed  and  dated  1644,  and 
epitomising  all  the  qualities  of  Dutch  landscape  art.  At  the  other 
end  of  the  scale  we  find  a  tiny  roundel  by  Pictcr  Brueghel  II 
which  echoes  the  mediaeval  symbolism  of  his  father  in  its  strange 
hooded  monkish  figure  who  strides  through  a  summer  landscape 
lost  in  prayer  whilst  a  gnomish  figure  of  mischief  lifts  his  cloak 
from  behind.  Only  a  few  years  after,  when  Ruysdael  and  his 
fellows  were  painting  their  direct  visions  of  nature,  people,  and 
things  for  their  own  sakes,  all  this  night  of  necromancy  had 
passed.  'The  earth  and  all  the  lovely  things  in  it' — to  quote 
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(Top  left).  Gerrit  Berrkheydc.  A  View  of  Amsterdam ,  panel, 
Il|       i6|  in. 


(Centre  left).  Pieter  Claesz.  Still-Lift1,  panel,  i8;,!  27^  in.,  signed 
with  initials  PC  on  the  open  book. 


(Bottom  left).  Hendrik  Dubbels.  A  Dutch  naval  vessel  getting  under 
way,  panel,  i8i  •  24A  in. 


Harold  Monro's  line — had  established  themselves  as  the  funda- 
mental theme  of  European  painting. 

Throughout  the  Leonard  Koetser  Exhibition  the  theme  persists 
in  its  infinite  variety.  In  the  art  oflandscape  David  Teniers  makes 
a  fine  picture  of  The  Chateau  of  the  Three  Towers  which  he  had 
bought  in  the  neighbourhood  of  Rubens's  own  Chateau  dc  Steen. 
We  are  entitled  to  imagine  that  he  himself  figures  in  the  well- 
dressed  company  of  ladies  and  gentlemen  who  cross  the  bridge  to 
the  gatehouse.  Or  we  may  turn  to  the  Winter  Landscape  with 
skaters  by  Van  der  Poel,  that  subject  of  perennial  enjoyment  of 
their  rigorous  climate  by  the  good  Dutch;  or  escape  with  Brill  to 
the  castle-crowned  crags  of  the  river  valleys  as  the  landscapists 
found  them  on  their  way  to  Italy.  Or  we  may  loiter  in  Amsterdam 
itself  with  that  most  conscientious  of  townscapists,  Gerrit  Bcrck- 
heyde,  second  only  to  Jan  van  Heyden  himself.  His  fascinating 
views  of  a  typical  Amsterdam  scene  on  the  quays  in  front  of  the 
old  St.  Anthony  Weigh-house  is  a  wholly  delightful  example  of 
his  work. 

Alongside  this  Netherlandish  depiction  of  places  can  be  set  the 
Italian  views  of  the  next  century.  Venice  and  Rome:  what 
magnificently  picturesque  material  the  Italian  masters  of  the 
eighteenth  century  had.  And  what  a  galaxy  of  artists  did  it  evoke. 
If,  on  this  occasion,  we  have  not  at  the  Koetser  Gallery  the 
splendour  of  the  great  Canaletto  which  he  sold  in  an  earlier 
exhibition,  there  are  a  number  of  other  first-rate  works:  from  a 
lovely  little  Guardi  Capriccio  to  an  impressive  classical  view  by 
that  rare  master  Francesco  Battaglioli  with  all  the  grandeur  of 
Etruscan  urban  landscape. 

Human  interest  takes  us  back  to  the  Dutch.  One  intriguing 
little  work  is  an  early  Nicolaes  Maes,  a  Portrait  of  a  Boy,  winch  is 
almost  certainly  one  of  young  Titus  Rembrandt,  painted  during 
the  first  years  of  Maes'  work  in  Rembrandt's  studio.  In  those  days 
Maes  was  under  the  spell  of  the  great  master,  an  influence  clearly 
shown  in  this  charming  and  intimate  little  work.  There  are  other 
child  studies:  one,  a  sophisticated  Girl  with  a  Dog  by  Gaspar 
Nctschcr;  a  Boy  and  Girl  which  we  give  to  Michael  Sweertz;  and 
tin'  Boillv's  and  the  I  ragonard  already  referred  to. 

Finally  a  word  must  be  said  of  the  Flower-pieces  and  Still- 
Lifes,  without  winch  no  exhibition  of  this  kind  would  be  com- 
plete. So  whether  we  are  looking  at  one  of  the  two  magnificent 
Still-Lifes  by  Pieter  Claesz,  at  the  simple  early  Floiver-piece  by 
fohanncs  Bosschaert,  or  at  a  luscious  overmantel  Still-Life  with 
Summer  Flowers  by  Gaspar  Verbruggen,  which  once  decorated  one 
of  the  wealthy  houses  at  the  1  lague,  we  are  caught  up  in  one  of 
the  mam  currents  of  the  art  of  those  rich  centuries.  For  these,  too, 
are  in  praise  of  earth,  and  of  the  joy  of  living. 
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Old  d  ome  in  America 


By  Norman  L.  Goldberg 

DURING  Old  Crome's  time  in  East  Anglia,  the  provincial 
cathedral  city  of  Norwich,  with  its  ancient  walls,  gates  and 
agglomeration  of  parishes,  hamlets  and  villages,  resembled  a 
mediaeval  city.  In  this  milieu,  twenty-one  or  more  art-interested 
amateurs  attracted  to  Old  Crome  organized  a  regional  art  and 
exhibition  society  designed  to  establish  'a  bond  of  union  between 
artists  and  art-lovers  in  the  county'.  Old  Crome  is  given  credit 
for  founding  the  Norwich  Society  of  Artists  which  held  its 
inaugural  meeting  in  1803,  and  was  the  first  to  adventure  their 
productions  for  public  exhibitions  within  the  provinces  except- 
ing the  Liverpool  Society.  In  their  surveys  of  his  work  Collins 
Baker,  Dickes,  Laurence  Binyon,  Wodderspoon,  and  Dawson 
Turner  agree  that  Crome  influenced  the  development  of  English 
landscape  painting  not  alone  through  his  works  of  art  but  also 
through  the  Norwich  School. 

Unaware  himself  of  the  quality  of  his  art,  Crome's  work  was 
not  realized  with  fullness  and  power  as  a  laudable  follower  of 
Wilson  and  Gainsborough,  Van  der  Ncer,  Hobbcma  and 
Ruisdael  until  the  generation  following  his  death.  In  the  seventies 
and  eighties  of  the  last  century  the  incongruous  tastes  of  Ameri- 
can art  collectors  began  to  appreciate  the  sensitive  and  romantic 
rendering  of  familiar  forms  in  Crome's  fluid  use  of  suffused  light 
and  open  air. 

The  first  recorded  painting  by  Crome  to  reach  America  was 
Near  Hingham,  Norfolk  (No.  1)  purchased  in  1872.  Remaining 
with  an  anonymous  New  York  collector  for  a  short  time,  it  was 
repurchased  by  Sir  Henry  Tate  and  presented  to  the  Tate 
Gallery  in  1894  where  it  forms  a  part  of  the  original  and  perma- 
nent collection. 

In  America,  prior  to  the  turn  of  the  century,  Crome's  paint- 
ings created  rivalry  among  a  wealthy,  art-conscious  collector- 
group  notably  in  Philadelphia.  Norwich  landscapes  were  to  be 
found  in  the  collection  of  the  famed  corporation  lawyer, 
John  G.Johnson,  and  one  in  the  art  holdings  of  Johnson's  client 
collector-friend,  P.  A.  B.  Widener.  The  former,  Mousehold 
Heath  Near  Norwich,  remains  today  a  part  of  the  Johnson 
Collection  at  the  Philadelphia  Museum  of  Art,  while  the  latter, 
Harling  Gate  Near  Norwich  (No.  2),  is  exhibited  at  the  National 
Gallery  in  Washington.  During  this  voguish  art  period  the 
earthy  Blacksmith's  Shop  Near  Hingham  (No.  3)  and  the  fine 
example  Woody  Landscape  at  Colney  formed  a  part  of  the 
McFadden  Collection.  Hay  Barges  on  the  Yare,  suggesting 
Van  de  Velde,  was  in  the  Wilstack  Collection:  and  three  paint- 
ings, Ringland  Hill,  St.  Martin's  River,  and  Old  Mill  on  the 
Yare,  graced  the  collection  of  George  W.  Elkin— all  Philadcl- 
phian  collectors.  The  aforementioned  paintings  are  at  the 
present  time  at  the  Philadelphia  Museum  of  Art. 

In  the  collection  of  the  elder  J.  Pierponc  Morgan  were  two 
Cromcs;  a  Crome  Norwich  scene  was  possessed  by  Whitclaw 
Ricd,  and  the  Chicago  McCormick  Collection  numbered  two 
of  the  painter's  works.  The  Marquand  Collection,  New  York, 
listed  three  paintings  by  Crome;  and  Henry  Ford,  Sr.  had 
An  Old  Water  Mill  (No.  4)  hanging  in  his  'Fairlanc'  mansion. 

American  museums  and  private  collections  today  present  a 


rich  panorama  of  the  Norwich  painter.  The  intelligent  study 
Hanthois  Common  (No.  5)  in  the  Metropolitan  Museum,  gives 
evidence  of  Crome  when  his  style  lightened  and  became  master 
of  the  Hobbema-Ruisdacl  formula.  To  the  luminosity  in  the  far 
distance  is  added  the  quality  of  atmospheric  perception  and 
broadness,  discernible  effects  mastered  by  Crome  in  this  and 
other  landscapes.  These  effects  are  accompanied  by  an  interplay 
of  light  and  shadows  in  the  handsome  Edge  of  a  Common  (No.  6) 
at  the  Huntington  Library  and  Art  Gallery,  San  Marino,  and  in 
Clump  of  Trees,  Salhonsc  in  the  Corcoran  Gallery,  Washington. 

Questions  asked  and  inquiries  made  during  the  past  nine  years 
have  yielded  scant  and  conflicting  information  on  Crome  and  his 
paintings  in  America.  This  labyrinth  of  unravelled  bewilderment 
and  fragmentary  understanding  initiated  the  writer's  research  on 
Crome's  landscapes  in  the  Western  Hemisphere;  their  locale, 
scope  and  provenance. 

Between  our  coasts  in  America,  the  directorial  and  curatorial 
staffs  of  our  great  stores  of  art  treasures,  University  art  educators 
and  historians  in  illuminating  correspondence  and  personal 
interviews  have  shown  an  enthusiastic  thirst  for  knowledgeable 
information  about  Crome,  his  oils,  watercolours,  and  etchings. 
Certain  texts  and  references  on  Cromeiana  may  be  found  in  the 
art  reference  libraries  of  the  Frick  Gallery,  the  Metropolitan 
Museum,  The  Library  of  Congress,  and  The  Huntington  Library. 
Records  in  our  American  art  libraries  reveal  no  contemporary 
monograph,  research  study,  or  reference  check-list. 

In  America  the  titles  on  name-plates  of  paintings  and  catalogued 
literature  ascribed  to  Old  Crome  are  variously:  John  (Old) 
Crome,  J.  Crome,  John  Crome,  Sr.,  (Old)  John  Crome,  John 
Crome,  the  Elder,  Jno.  Crome,  Crome  of  Norwich,  the  Senior 
Crome  and  Crome  spelled  Chrome  and  Croom.  And  it  is 
common  practice  to  observe  such  incorrect  dates  in  parentheses 
as  1 769- 1 82 1  or  1 768-1 8 12  in  lieu  of  the  correct  birth  and  death 
dates:  1 768-1 821. 

Except  for  occasional  pedagogic  suggestions  from  Sir  William 
Beechey  and  John  Opie,  members  of  the  Royal  Academy  and 
frequent  visitors  to  Norwich,  Old  Crome  received  meagre 
education  and  was  self-taught  as  an  artist.  As  drawing  master  to 
the  Norwich  Grammar  School,  he  impressed  his  many  friends 
and  students  with  his  sprightly  maimer;  and  Crome's  delight  in 
exchanging  anecdotes,  his  warmth  and  conviviality  were  con- 
tagious. In  the  nineteenth  century  'Old  Crome'  was  a  title  of 
affection  given  the  senior  John  Crome  to  distinguish  him  from 
his  eldest  painter-son,  John  Berney  Crome.  The  less-gifted 
junior  Crome  was  frequently  called  'Moonlight  Crome'  because 
of  his  ecstatic  delight  for  favouring  even-tide  compositions. 

Cordial  encouragement  from  two  Yarmouth  and  Norwich 
bankers  and  aid  from  the  well-to-do  Thomas  Harvey  of  Catton 
permitted  Old  Crome,  early  in  his  career,  to  copy  landscapes  by 
great  Dutch  masters  and  study  important  paintings  of  the  Italian 
and  Flemish  Schools.  A  Hobbema  landscape  in  the  Biihrle  Collec- 
tion (see  The  Connoisseur,  May,  1959),  and  Gainsborough's  The 
Cottage  Door  at  The  I  luntington  Library  (see  The  Connoisseur, 
November,  1954),  were  available  from  Harvey's  choice  collection  of 
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I.  Near  Hingham,  Norfolk  (1812).  Canvas,  25  >  33  in., 
unsigned.  An  etching  was  made  of  this  painting  by  Old 
Cronie  in  18 13.  Some  historians  believe  that  the  etching 
preceded  the  painting.  Since  1956  and  until  recently,  it 
was  on  loan  and  exhibited  at  the  Museum  of  Fine  Arts, 
Boston.  The  Tate  Gallery,  London. 


2.  Hading  Gate,  Near  Norwich.  Canvas,  482  x  39  in., 
unsigned.  Old  Crome's  use  of  warm  autumnal  colours  in 
rich,  interpretive  impasto  is  here  applied  diffusely;  with 
the  aerial  recession  lending  emphasis  to  the  silhouettes 
and  small  forms.  The  Gate  (18 16)  ('Norgate  Crome'),  of 
which  this  painting  is  a  version,  differs  in  that  the  two 
donkeys  to  the  right  in  front  of  the  massed  trees,  are 
lying.  The  National  Gallery  of  Art,  Washington,  D.C. 
(Widener  Collection). 


3.  The  Blacksmith's  Shop,  Near  Hingham,  Norfolk.  Canvas, 
58  X  48  in.,  unsigned.  Painted  in  1808,  it  was  exhibited 
the  same  year  at  the  Royal  Academy.  The  tree  branches 
impulsively  placed,  and  the  earth-bound  emergence  of 
the  angular  building  are  reminiscent  of  Old  Crome's 
study  of  Gainsborough's  The  Cottage  Door.  Philadelphia 
Museum  of  Art  (McFadden  Collection). 


4.  An  Old  Water  Mill.  Canvas,  23  x  27A  in.,  unsigned. 
Exhibited  at  the  Centenary  Exhibition  of  the  Royal 
Society  of  British  Artists  in  1923  and  the  Centenary  of 
the  Norwich  Castle  Museum  in  1925.  Collins  Baker  has 
written:  'Equally  characteristic  is  An  Old  Water  Mill, 
which  fills  111  with  New  Mills  and  Miss  Faith  Moore's 
St.  Martin's  Gate.  Dr.  and  Mrs.  Norman  I..  Goldberg 
Collection,  St.  Petersburg,  Fla. 


5.  Hantbois  Common  (1810).  Canvas  (transferred  from 
wood  panel  in  1914),  22  X  35  in.,  unsigned.  Exhibited 
at  the  Norwich  Society  the  same  year  it  was  painted  and 
in  the  Crome  Memorial  Exhibition  in  1821,  it  was 
acquired  by  Henry  G.  Marquand  in  1888.  The  follow  ing 
year  it  became  the  first  Old  Crome  to  be  presented  to  an 
American  Museum.  The  Metropolitan  Museum  (gift  of 
Henry  G.  Marquand,  1889). 


6.  The  Edge  of  a  Common  (1812).  Canvas,  68  x  54^  in.,  unsigned.  It  has  been 
conjectured  that  this  was  a  composition  remaining  in  Old  Crome's  studio  at  the 
time  of  his  death,  and  is  not  unlikely  that  the  cattle  and  bold  greyish-white  cloud 
above  were  painted  by  other  hands  and  at  different  rimes.  Tlie  Huntington 
Library,  San  Marino,  California. 


7.  A  Windmill  Near  Norwich.  Canvas,  25^  x  29^  in.,  unsigned.  Unparalleled 
among  Cromes  in  America  is  the  rough  quality  of  the  canvas  best  revealing 
Crome's  brushwork  and  pigment  application.  Uniquely  designed  is  the  cathedral, 
its  spire  and  flanged  arrangement  of  the  contiguous  houses.  Collins  Baker  has 
noted  its  textural  resemblance  to  Mousehold  Heath  in  the  National  Gallery, 
London.  The  Museum  o)  Fine  Arts,  Boston. 


8.  View  on  the  Solent.  Canvas,  11A  •  21  in.,  unsigned.  This  coastal  scene,  also 
titled  I7cii'  near  Weymouth,  was  exhibited  in  1806  at  the  Norwich  Society 
Exhibitions.  Suggesting  the  colourings  of  Richard  Wilson,  one  notes  Crome's 
ease  and  economy  of  handling  his  materials.  It  seems  likely  that  he  executed  this 
composition  from  a  sketch  while  visiting  Weymouth  or  Hampshire  prior  to 
1806.  The  Detroit  Institute  of  Arts. 


9.  Wood  Scene:  Pool  in  Trout  (1821).  Wood  Panel,  20  ■  to  111.,  unsigned. 
This  forest-scape  is  reputed  to  be  Old  Crome's  last  painting,  completed  during 
the  month  of  his  death,  April  1S21.  Exhibited  in  the  1821  Norwich  Society 
Exhibition,  it  was  loaned  by  his  son,  J.  B.  Crome,  for  the  Crome  Memorial 
Exhibition  (No.  1  1 1)  in  the  fall  of  1 821 .  A  near  version  of  this  painting  hangs  in 
the  National  Gallery  of  Victoria,  Melbourne,  Australia.  Collection  of  Dr.  and 
Mrs.  Norman  L.  Goldberg,  St.  Petersburg,  Fla. 
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10.  Thatched  Cottages  (1814).  Watcrcolour  on  yellow  paper,  oi  x  I2|  in.,  signed  and  dated  in  brow  n 
ink,  lower  right  corner:  J.  Crome,  18 14.  Better  known  as  a  painter-etcher,  Cromc  completed  some 
eighty-odd  watercolours.  This  example,  acquired  by  Smith  College  in  1953,  is  the  only  draw  ing  in 
America  not  an  oil  on  canvas  or  wood  panel.  A  second  watercolour  is  in  the  Owens  Collection,  Mount 
Allison  University,  Sackville,  N.B.,  Canada.  The  Museum  of  Art,  Smitli  College,  Northampton,  Mass. 
(gift  o  f  Norman  Hirschl). 

11.  Hay  Barges  on  the  Yare.  Canvas,  30*  40  in.,  unsigned.  Old  Crome's  apparent  versatility  is 
exemplified  by  this  neatly  finished  riverside  subject.  Such  were  his  holiday  pieces  executed  during  one 
of  his  infrequent  visits  to  Wales,  Weymouth,  the  Lake  District  or  London.  Note  Crome's  horizontal 
use  of  a  streak  of  light  on  the  landscape  as  in  Hautbois  Common  (No.  s).  The  Philadelphia  Museum  of 
Art.  (Wilstack  Collection.) 

12.  Landscape  with  Church:  Ruined  Tower.  Canvas,  28  x  24  in.,  signed  lower  left  comer:  J.  Crome. 
This  signature,  seemingly  authentic,  is  a  rare  find.  Old  Crome  almost  invariably  never  inscribed  his 
paintings  (oils).  In  design  and  handling  of  pigments,  this  work  can  reasonably  be  attributed  to  Old 
Crome.  Two  authentic  Old  Cromcs,  one  signed  with  initials  the  other  with  an  inscription,  are  known. 
Both  are  in  England.  Courtesy  of  The  Art  Museum,  Princeton  University,  Princeton,  X.J. 


paintings.  One  may  surmise  that  Crome  had  possibly  seen  Rem- 
brandt's drawings,  and  The  Mill  now  in  the  National  Gallery  111 
Washington.  In  any  event,  the  design  and  rich  dramatic  colour- 
ing in  A  Windmill  Near  Norwich  (No.  7)  at  the  Museum  of  Fine 
Arts,  Boston,  and  the  impressive  Landscape  with  Church:  Ruined 
Tower  at  The  Art  Museum  of  Princeton  University  are  remini- 
scent of  prior  knowledge  of  Dutch  landscape  painting  in  which 
deft  topographical  draughtsmanship  dominates  Crome's  style. 

Except  for  casual  trips  to  Wales  and  London.  Crome's  entire 
life  was  spent  in  Norwich  and  its  vicinity,  often  rambling 
through  East  Anglian  lanes  and  tangled  woods.  A  single  departure 
was  a  three  weeks  visit  to  Paris  in  1814  for  study  of  the  collection 
of  famous  paintings  which  Napoleon  had  assembled  111  the 
Louvre.  This  trip  and  the  paintings  seen,  especially  those  by 
Titian,  exerted  a  lasting  influence.  An  Old  Water  Mill  (No.  4), 
sensitive  and  romantic,  in  the  writer's  collection,  may  have  been 
executed  following  Crome's  Continental  visit.  This  is  suggested 
by  a  tcxtural  surface  or  high  quality  with  rich  golden  tans 
intermingled  with  Titian-like  warm  browns,  soft  pale  greys  and 
silver-greens,  and  a  Wilson-like  sky  of  silvery  tone. 

With  the  passing  (if  the  years,  the  reputation  of  Old  Crome 
increased  steadily  and  consistently.  An  innovator  of  Sunday  and 
holiday  out-of-door  painting,  Old  Crome  is  bracketed  in  stature 
with  Turner  and  Constable  as  one  of  the  originators  of  English 
landscape  painting.  For  the  debt  British  landscape  art  ow  es  to  Old 
Crome's  excursions  into  nature,  at  the  onset  of  the  nineteenth 


century,  is  universally  acknowledged.  Crude  and  rustic, 
unsophisticated  and  awkward,  Crome  was  zestfully  alive  to  the 
spirit  of  his  locality.  His  paintings  capture  the  tranquillity  and 
leisurely  movement  with  a  serene  hush  and  dignity. 

As  one  restudies  and  revaluates  Old  Crome's  works  in  America 
one  perceives  a  clearer  insight  into  his  dcep-souled  feelings  lucidly 
expressed  in  a  letter  to  his  pupil.  James  Stark :  'Trifles  in  nature  may 
be  overlooked  that  we  may  have  our  feelings  raised  by  seeing  the 
whole  picture  at  a  glance,  not  knowing  how  or  why  we  are  so  char- 
med'. This  utterance  may  reflect  the  foretaste  of  modern  Impres- 
sionism and  seems  literally  transcribed  in  the  blond ish  I'iew  on 
the  Solent  (No.  8)  at  the  Detroit  Institute  of  Arts  and  in  Wood 
Scene:  Pool  in  Front  (1 82 1)  (No.  9).  The  candid  delight  and  sensitive 
treatment  of  the  open  air  in  the  former,  and  the  surpassing 
elegance  of  the  tree  forms  with  fluid  rhythm  of  highlights  and 
shadows  in  the  latter,  infinitely  detailed,  excites  'our  feelings  to 
be  raised' — 'not  knowing  how  or  why  we  are  so  charmed'. 

Such  was  Old  Crome — teacher  and  painter.  He  excelled  in  giving 
to  the  homeliest  subject  an  air  of  nobility,  clothing  winding  lanes, 
sturdy  oaks,  heaths  and  w  herries  with  truth  and  idyllic  charm. 
In  An  Old  Water  Mill  (No.  4)  he  expresses  one  of  his  often 
repeated  precepts:  the  dignifi cation  of  the  principal  motif.  So 
moved  was  he  by  this  doctrine  that  on  the  very  day  of  his  death 
he  seriously  instructed  his  eldest  son  never  to  forget  the  dignity 
of  art,  exclaiming:  'John,  my  boy,'  he  said,  'paint;  but  paint  tor 
fame,  and  if  your  subject  is  only  a  pig-sty,  dignity  it'. 
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The  Connoisseur  in 


America 


By  Malcolm  Vaughan 


The  mark  Sul  is  extensively  stamped  on  this  Italian  Gothic  silver-gilt  processional  cross  (c.  1390), 
made  at  Sulmona,  Abruzzi  Province.  It  is  22§  in.  high,  19]  in.  wide,  and  has  been  acquired  by  the 
Museum  of  Fine  Arts,  Springfield,  Massachusetts  (Horace  P.  Wright  Collection). 


Italian  Gothic  Silver  Cross 

THE  Sulmona  cross,  seen  at  right,  just 
acquired  by  the  Springfield  (Massachusetts) 
Museum  of  Fine  Arts  is  believed  to  be  the  finest 
example  of  its  kind  ever  to  reach  the  United 
States.  Of  silvcr-gilt,  almost  two  feet  high,  it  is 
beautifully  characteristic  of  Italian  Gothic  work. 
Made  between  1386  and  143 1  in  the  central 
Italian  region  known  as  the  Abruzzi,  it  is  the 
work  of  a  master  craftsman.  Designed  in  sheets 
of  silver  repousee,  with  figure  plaques  in  high 
relief,  the  heads  and  various  other  parts  in  cast 
silver,  it  is  larger  and  more  imposing  than  most 
of  the  Italian  Gothic  silver  crosses  which  have 
come  down  to  us  from  this  region. 

In  regard  to  its  style,  a  little  research  has 
brought  out  some  very  interesting  relationships. 
Crosses  of  this  type — some  for  the  altar,  some 
for  processional  use — began  to  be  made  in  silver 
in  the  Abruzzi  late  in  the  thirteenth  century.  The 
Italian  historian,  Vmcenzo  Balzano,  points  out 
in  his  'VArtc  Abruzzes'  that  the  earliest  examples 
were  extremely  simple,  their  figures  and  symbols 
only  incised  into  the  flat  and  plain  surface  of  the 
metal.  Balzano  called  them  'croce  astile  arcaka' . 
Archaic  though  they  were,  they  set  a  regional 
tradition  as  to  form  and  iconography  that  was 
long  to  be  followed;  in  fact,  down  through 
eighteenth-century  high  baroque.  The  Sulmona 
cross  in  Springfield  follows  the  tradition  closely. 
On  the  obverse  it  shows  a  Crucified  Christ  at 
the  centre,  with  the  Virgin  on  the  left  arm,  God 
the  Father  at  the  top,  and  John  the  Disciple  on 
the  right  arm.  Doubtless  it  also  carried  a  now 
lost  mourning  angel  at  the  bottom.  On  the 
reverse,  the  centre  represents  Christ  enthroned 
as  Redeemer,  with  St.  Matthew  at  the  left, 
St.  John  at  the  top,  St.  Mark  at  the  right,  and 
St.  Luke  at  the  bottom. 

Of  these  Abruzzi  crosses,  one  of  the  most 
famous  is  the  monumental  three-foot  proces- 
sional example,  still  owned  by  the  church  for 
which  it  was  made,  Sta.  Maria  Maggiore,  in  the 
town  of  Guardiagrele.  Existing  records  show  it 
was  made  in  143 1  by  Nicolo  Galluci  of  that 
town.  The  Springfield  cross  resembles  it  in 
many  respects.  Frederic  B.  Robinson,  scholarly 
director  of  the  Springfield  museum,  finds  the 
stylistic  closeness  of  the  two  crosses  particularly 
interesting  since  Guardiagrele  is  only  .1  short 
distance  from  the  towat  of  Sulmona.  and  the 
Springfield  cross  bears  the  hallmark  of  Sulmona, 
Sul,  stamped  on  all  its  major  repousee  plaques. 
Records  in  Sulmona  show  that  Giovanni  di 
Meo  di  Sulmona  was  commissioned  in  1386  to 
make  a  processional  cross  for  one  of  the  churches 
there,  a  cross  that  has  since  disappeared.  How- 
ever, other  crosses  with  the  Sulmona  mark  show 
an  interdependence  between  the  silversmiths  of 
the  two  towns.  Accordingly  it  is  possible  to 


assume  that  the  Springfield  example  was  made 
between  the  two  dates,  1386-1431,  and  made  in 
Giovanni  di  Meo's  Sulmona  atelier. 

Touring  Italian  Drawings 

ThIE  greatest  collection  of  Italian  drawings  ever 
seen  outside  Europe  is  now  on  a  tour  of  American 
cities.  The  magnificent  loan  was  made  possible 
by  the  Italian  Government  with  leading  Italian 
libraries  and  museums  cooperating — the  Uffizi, 
Florence;  the  Castello  Sforzesco,  Milan;  the 
Academia,  Venice;  and  museums  in  Rome, 
Naples,  Genoa,  Parma,  and  elsewhere.  The 
selection  comprizes  104  examples  by  many  of 


the  chief  Italian  masters  from  the  fourteenth  to 
the  eighteenth  century.  The  tour  began  by 
opening  the  exhibition  season  at  the  National 
Gallery  in  Washington.  It  is  now  at  the  Art 
Institute  of  Chicago  before  moving  on  to 
Boston,  then  travelling  across  the  continent  from 
city  to  city  tor  some  two  years.  Among  the 
Old  Masters  represented  are  Ueccllo,  Mantcgna, 
Ghirlandaio,  Bcnozzo  Gozzoli,  Pollaiuolo,  Bot- 
ticelli, Leonardo,  Michelangelo,  Correggio, 
Titian,  Tintoretto,  and  so  on.  Enthusiastic 
crowds  arc  flocking  to  view  the  treasures,  some 
of  which  are  here  illustrated. 

This  wonderful  exhibition  has  hit  America  at 
a  time  when  there  is  a  revival  of  interest  in 
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drawing  for  its  own  sake.  The  latest  painting 
fashion  of  our  day,  abstract-expressionist  art — 
familiarly  called  'action  painting'  because  the 
artist  works  as  fast  as  he  can  in  order  to  catch  on 
canvas  the  spontaneous  tires  of  creation — often 
depends  upon  sweeping  brushstroke  tor  its 
effects.  And  what  is  sweeping  brushstroke  but  a 
broad  sort  of  drawing?  The  result  is  that 
nowadays  every  kind  of  drawing  is  enjoyed 
again — outline,  modelling,  even  flecks  tor  light 
and  shadow.  Inevitably  this  revival  of  interest  in 
drawing  leads  artists  and  art  lovers  to  recognize 
that  the  old-fashioned  style  of  drawing  by 
outlines  is  not  as  regrettable  as  had  been  recently 
supposed. 

Actually,  while  the  present  exhibition  appears 
at  first  glance  to  be  a  display  of  outline  drawings, 
modernists  could  find  it  a  show  of  drawings  in 
terms  of  light.  In  fact,  the  catalogue  to  the 
exhibition,  written  by  the  curator  at  the  Uflizi, 
Dr.  Giulia  Sinibaldi,  often  points  out  how  line, 
even  outline,  can  integrate  colour  and  light,  or 
separate  space  from  substance,  or  render  space  by 
gradations  of  light  along  a  line.  Accordingly 
these  drawings  lent  by  Italy  will  prove  a  real 
help  as  well  as  inspiration  to  American  artists, 
modern  as  well  as  academic.  Where  the  drawing 
is  a  careful  preliminary  sketch  for  a  painting,  the 
lines  of  perspective  arc  generally  the  first  to  be 
drawn.  On  the  other  hand,  when  you  turn  to 
one  of  the  few  surviving  drawings  by  Uccello, 
the  first  abstractionist  among  the  old  masters, 
you  come  upon  a  network  of  geometrical  angles 
and  spatial  planes  employed  to  improve  the 
lighting.  That  is  to  say,  perfect  the  proportions 
and  thus  increase  reality. 

Dr.  Sinibaldi  points  out  how  many  ot  these 
early  Italian  drawings  are  'luminous'.  For 
example,   consider   a   liattista   by  Pollaiuolo. 


Four  Old  Master  Drawings  included  in  a 
travelling  exhibition  of  164  such  works 
arranged  in  America  for  the  Smithsonian 
Institution  by  Mrs.  John  A.  Pope  and  loaned 
by  the  Italian  Government.  (1.  to  r.). 
Allegorical  Scene  (Signorelli),  Study  for  an 
altar  screen  with  four  Saints  (Correggio), 
Angel  (Botticelli),  Bound  Nude  (A.  Carracci). 


Despite  the  fact  that  this  painter-engraver  was 
celebrated  for  his  knowledge  of  anatomy,  he 
here  achieves  the  form  of  the  figure,  its  contours, 
and  the  articulations  of  anatomy  by  lighting 
effects  in  the  drawing.  Or  consider  the  serene, 
'flowing'  light  that  evokes  the  graphic  modes  of 
Perugino,  Pinturicchio,  and  Domenico  Ghirlan- 
daio :  a  web  of  subtle  strokes  which  captures  the 
light  on  a  garment,  or  a  face,  or  a  plane  of  space, 
immersed  in  luminous  atmosphere — a  lighting 
In  the  drawings  of  Carpaccio  the  figures  are 
gained  by  gradually  condensing  pencil  strokes 
into  spots  of  shadow.  Carpaccio's  luminous 
sensations  overcome  the  tradition  of  precise 
outlines.  Leonardo's  profound  desire  to  bathe 
reality  in  shadow  is  most  fully  carried  out  in  his 
drawings  and  unfinished  paintings.  The  two 
Leonardo  drawings  on  view  are  strong  examples 
of  a  vision  almost  untranslatable  into  the  paint- 
ing language  of  his  time.  Even  an  anatomical 
study  by  Titian  is  executed  simply  as  pen  strokes 
of  light  and  shade. 

In  this  brief  notice  it  is  impossible  to  remark 
the  variety  of  drawing,  and  of  drawing  methods, 
that  arose  in  Italy  in  the  Renaissance  as  a  hundred 
geniuses  developed  in  art  as  individuals;  and 
arose  after  the  renaissance  when  a  thousand  art- 
individualists  became  mannerists.  Yet  the 
development  of  drawing  in  Italy  among  the 
mannerists  is  well  told  in  the  exhibition,  down 
through  eighteenth-century  Guardi,  Longhi, 
Canaletto,  the  neo-classical  Canova,  and  the 
pre-romantic  Giani.  It  is,  of  course,  the  history 
of  strict  rules  and  rigid  practice  evolving  toward 
pictorial  liberty,  a  freedom  that  has  in  our  day 
become  complete.  This  extraordinary  exhibition 
of  old  Italian  drawings  is  the  latest  triumph  ot 
the  Smithsonian  Institution  Travelling  Exhibi- 
tion Service,  a  benefaction  ably  headed  by- 
Mrs,  fohn  A.  Pope,  and  organized  to  show 
Americans  top-flight  works  of  art  they  other- 
wise might  never  see.  For  this  loan  the  people  of 


the  United  States  will  long  be  grateful  to  the 
people  of  Italy. 

Italian  Baroque  Terracotta 

BERNINI'S  most  celebrated  rival  in  his  lifetime 
was  the  Italian  baroque  sculptor,  Alessandro 
Algardi  (i 595-1654).  Princes  and  pontiffs  vied 
for  his  works.  The  Minneapolis  Institute  of  Arts, 
for  example,  has  acquired  a  terracotta  study,  a 
bozzetto,  for  the  marble  relief  on  the  front  of 
Algardi's  fountain  in  the  Damasian  courtyard  of 
the  Vatican.  The  terracotta  shows,  in  the  fore- 
ground, Pope  Liberius  baptizing  a  group  of 
converts  into  Christianity.  It  commemorates  the 
construction  of  the  aqueduct  whereby  water 
was  brought  to  the  Vatican  in  the  fourth  century 
by  presbyter,  later  Pope  Damasus.  We  see,  in 
the  background,  workmen  labouring  at  the 
construction.  The  Damasian  aqueduct  today 
still  feeds  the  papal  apartments  of  the  Vatican 
and  the  sacristy  of  St.  Peter's.  Algardi's  seven- 
teenth-century fountain  also  survives  but  has 
suffered  damage.  The  water  flowing  over  the 
run  of  the  basin  has  corroded  the  marble. 
Accordingly  the  terracotta  study  at  Minneapolis 
serves  as  an  intact  record  of  the  scene  conceived 
by  the  sculptor.  To  Americans  this  study  is 
doubly  precious  because  there  is  only  one  other 
major  work  by  Algardi  in  the  United  States:  the 
marble  bust  ot  Cardinal  Borghese  in  the 
Metropolitan  Museum,  New  York. 

Rudolf  Wittkowcr,  who  has  made  extensive 
research  about  this  terracotta,  tells  us  that  the 
relief  in  the  Vatican  and  the  model  in  Minnea- 
polis correspond  almost  exactly.  In  addition,  he 
remarks  the  general  agreement  of  the  figures 
and  the  composition,  vet  finds  that  the  model  is 
111  closer  harmony  than  the  finished  marble 
because  the  sculptor  enlarged  the  central  figures 
in  the  composition  in  order  to  gain  an  effect 
bold  enough  to  be  noticed  by  spectators  across 


the  courtyard.  Dr.  Wittkower  also  remarks 
Algardi's  knowledge  of  fourth-century  church 
ritual  by  calling  our  attention  to  the  catachumens 
preparing  for  baptism.  The  converts  are  un- 
dressed or  undressing,  for  it  was  early  Christian 
custom  to  baptize  by  immersion.  The  lower 
basin  of  the  fountain  depicted  in  the  scene  would 
be  large  enough  for  immersion.  Thus  the 
terracotta  offers  a  commentary  on  Christianity 
in  the  fourth  century  as  well  as  reference  to  the 
art  ideals  of  Bernini's  major  rival. 

Ceiling  Study  by  Tiepolo 

IN  1 761  Giovanni  Tiepolo  was  called  to  Verona 
to  paint  the  ceiling  of  a  splendid  Italian  high 
Renaissance  residence,  the  Palazzo  Canossa. 
Tiepolo,  aged  sixty-five  and  at  the  height  of  his 
powers,  selected  the  Triumph  of  Hercules  as  his 
subject.  He  worked  out  a  fully  finished  study,  a 
modello,  of  the  proposed  picture,  and  shortly 
started  painting  the  fresco.  This  fresco  was  one 
ot  the  jewels  of  Verona  until  1945,  when  it  was 
badly  damaged  in  World  War  II.  The  modello, 
however,  had  long  since  passed  from  Italian 
hands.  By  1945  it  had  arrived  in  the  United 
States  in  the  collection  of  the  Baroness  de 
Becker-Rothschild.  Recently  it  reached  a 
permanent  haven,  being  purchased  by  the 
Currier  Gallery  of  Art  in  Manchester,  New 
Hampshire.  A  blond  picture — a  harmony  of 
pale  blue  skies  and  ochre  clouds,  with  strong 
blue  and  pale  yellow  draperies — the  tonality 
lends  the  substantial  image  a  touch  of  lightness 
that  charms  us. 

From  this  canvas  future  generations  will  be 
able  to  judge  how  tine  an  example  of  Tiepolo's 
ceiling  art  the  fresco  was.  For  the  exuberant 
study  is  'tilled  with  the  turning,  twisting  move- 
ment ot  clouds,  figures,  and  architecture,  which 
subtly  plays  up  the  oval  design  by  leading  the 
eye  deep  into  an  illusion  of  space,  then  away 
from  the  main  theme  to  secondary  focal  points 
along  the  edges  of  the  composition'.  The  theme, 
the  triumph  of  Hercules,  choses  the  moment  in 
the  legend  of  the  Greek  hero  when  Hercules  is 
lifted  from  his  funeral  pyre  and  swept  upward 
in  a  chariot  with  prancing  horses  carrying  him 
toward  the  temple  of  the  gods.  Athene  waits  to 
welcome  him  into  his  immortal  place;  an  angel 
trumpets  the  news  of  his  arrival ;  spectators 
watch  from  the  top  of  the  composition,  and 
various  figures  and  attributes  accompany  him. 
The  retinue  betokens  those  who  helped  Hercules 
reach  Olympus  by  enabling  him  to  perform  the 
twelve  labours  laid  upon  him:  at  the  lower  lett. 
the  helmeted  warrior  is  probably  Castor,  who 
taught  him  how  to  use  the  weapons  of  war;  at 
the  lower  right  is  Chiron,  the  friendly  centaur 
accidentally  killed  by  him.  Above  may  be  seen 
the  pillars  of  Hercules. 

Collectors  and  students  ot  Tiepolo's  work  are 
aware  that  the  artist  often  employed  the  same 
motive,  or  variations  ot  it,  111  more  than  one 
picture.  The  fresco  111  the  Palazzo  Canossa  was 
no  exception,  as  is  evident  from  the  study  now 
111  New  I  lampslure.  for  example,  the  central 
motive,  the  horse-drawn  chariot,  appears  earlier 
in  Tiepolo's  fresco  111  the  baroque  palace  ot  the 
Prince- Bishop  of  Wiirzburg ;  also  on  a  ceiling  in 
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the  Palazzo  Rezzonico,  Venice.  Again,  the  two 
male  spectators  at  the  top  of  the  picture  appear 
also  in  the  throne-room  ceiling  ot  the  Royal 
Palace,  Madrid.  But  Tiepolo  was  a  master  ot 
spirited  composition.  Though  he  repeated 
details  in  his  paintings  he  ended  up  with  a 
revitalized  picture,  usually  astonishingly  fresh. 

France  loses  'The  Fortune  Teller' 

LOUD  outcries  have  been  heard  from  France 
ever  since  the  Metropolitan  Museum  announced 
its  purchase  of  The  Fortune  Teller,  by  Georges 
de  la  Tour.  The  lamenters  say  that  this  picture  is 
a  national  treasure  and  should  not  have  been 
allowed  to  leave  France.  Exceptional  the  picture 
certainly  is.  The  seventeenth-century  French 
artist,  La  Tour,  was  rediscovered  only  in  our 
day;  less  than  twenty  of  his  paintings  have  been 
found;  and  the  present  canvas,  The  Fortune 
Teller,  is  in  a  sense  the  rarest  of  them  all  because 
it  is  the  finest  of  his  daylight  pieces.  La  Tour 
specialized  in  lighting  effects,  and  painted  mostly 
night  scenes. 

French  pictures  of  this  rarity  are  not  allowed 
to  leave  France  without  an  export  visa.  A  high 
official  is  said  to  have  signed  the  papers  permitting 
The  Fortune  Teller  to  reach  America.  Normally 
the  curator  of  paintings  at  the  Louvre  signs  the 
visa,  which  is  to  say,  decides  whether  or  not  the 
painting  should  belong  to  the  people  of  France 
as  part  of  their  inheritance.  If  the  French  Govern- 
ment decides  to  keep  a  'national  treasure'  at 
home  by  purchasing  it  and  placing  it  in  .1 
national  museum,  the  price  offered  is  usually 
much  less  than  might  be  paid  for  it  in  America. 
Thus  the  private  owner  ot  such  .1  picture  is 
generally  called  upon  to  make  a  personal  sacrifice 
for  the  sake  of  the  nation.  In  the  case  of  The 
Fortune  Teller,  the  sacrifice  would  have  been 
considerable;  for  when  this  picture  was  dis- 
covered some  years  ago,  an  art  dealer  bought  it 
tor  S20.000 — outbidding  the  Louvre.  The  dealer 
sold  it  to  the  Metropolitan  tor  more  than 
Sooo,ooo,  according  to  reliable  reports.  An  111- 


(Left  above).  Brought  to  America  in  the  collections  of  Baroness  de  Becker-Rothschild  in  1945,  this 
X  27J  in.  modello  by  Giovanni  Tiepolo  for  his  famous  ceiling  in  the  Palazzo  Canossa,  Verona, 
is  now  in  the  Currier  Gallery  of  Art,  Manchester,  New  Hampshire.  (Above).  A  masterpiece  which 
was  permitted  to  leave  France  to  hang  at  the  Metropolitan  Museum:  Georges  de  la  Tour's  The 
Fortune  Teller,  canvas,  40J  48 g  in.  (Below  left).  This  62  in.  high  Dijon  School  Madonna  and 
Child,  which  originated  from  Besancon  Cathedral  and  is  now  at  the  Walters  Art  Gallery,  Baltimore, 
may  return  to  France.  See  story  on  next  page.  (Right  below).  One  of  a  pair  of  silver  5  in.  high 
canns,  by  Paul  Revere,  at  the  Worcester  Art  Museum.  The  arms  are  those  of  Orne. 
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formed  commentator  says  the  French  Govern- 
ment has  never  given  that  much  for  a  single 
painting.  In  England  such  a  price  has  been  met 
by  various  means  by  the  National  Gallery. 
The  Italian  Government  some  years  ago  bought 
an  extremely  rare  picture,  the  Tempest,  by 
Giorgionc,  when  the  family  owning  it  were 
offered  a  million  American  dollars  tor  it. 
However,  Italy  is  said  to  have  paid  only  a  frac- 
tion of  that  price  in  cash,  the  remainder  having 
been  given  in  concessions  to  the  family. 

Georges  de  la  Tour  (i  593-1652),  a  native  ot 
Lorraine,  was  patronized  by  the  dukes  ot  the 
province.  They  rightly  regarded  him  as  one  ot 
the  ablest  masters  of  the  day.  His  rich  colours 
and  extraordinary  skill  of  hand  attracted  the 
admiration  of  King  Louis  XIII,  who  summoned 
him  to  the  court  of  France,  then  appointed  him 
his  official  painter.  Louis  XIII,  himself  an 
amateur  painter,  removed  every  picture  from 
his  bedroom  except  one  given  him  by  La  Tour. 
The  name  of  the  artist,  famous  in  his  lifetime, 
fell  into  obscurity  until  recent  years,  his  works 
were  dismissed  as  'old  hat'.  Connoisseurs  who 
remarked  the  technical  skill  in  pictures  (now 
known  to  be  from  his  hand)  were  unable  to 
identify  the  artist,  and  unable  to  gather  enough 
of  his  canvases  together  to  collate  a  study  of 
them.  One  of  La  Tour's  great  night  pieces,  a 
St.  Sebastian,  hung  for  years  in  the  place  ot 
honour  at  the  top  of  the  stairs  in  the  New  York 
home  ot  the  late  collector.  Dr.  Stillwell.  Re- 
nowned art  scholars — Bode,  Bredius,  Berenson, 
Valentiner  et  al. — visiting  the  house  for  dinner  or 
professional  conversation,  examined  the  picture 
but  announced  themselves  nonplussed  as  to  who 
could  have  produced  it.  Pathetically  enough, 
without  a  name,  it  had  little  value.  When  the 
collection  was  put  up  at  auction  an  expert  de- 
tected who  the  artist  might  be,  and  snapped  it  up 
for  the  Kaiser  Friedrich  Museum  in  Berlin.  The 
present  example,  The  Fortune  Teller,  is  said  to 
have  been  discovered  only  a  dozen  years  ago  by 
a  monk  in  south-west  France.  Its  subject  is  one  of 
those  sophisticated,  cynical  scenes  highly 
favoured  in  seventeenth-century  European  art. 
The  central  figure,  an  elegant  young  man  in  a 
house  of  ill  repute,  holds  out  his  hand  to  have 
his  palm  read  by  a  gypsy  fortune  teller.  She 
distracts  his  attention  by  haggling  over  the  fee 
while  three  young  women,  her  accomplices,  rob 
the  fellow.  But  the  art  lies  not  in  the  scene; 
instead,  in  the  superlative  skill  of  the  painter. 
The  poses,  facial  expressions,  and  textures  of 
skin,  hair,  and  costume  fabrics,  all  are  sensitively 
realized.  The  colours  are  brilliant,  almost 
lustrous.  That  Frenchmen  should  lament  the  loss 
to  them  ot  such  fine  painting  is  scarcely  surprising. 

France  May  Regain  a  Madonna 

AMERICA  is  not  always  the  art  bandit  she  is 
made  to  seem.  At  the  very  moment  that  France 


was  crying  out  against  the  loss  ot  La  Tour's  The 
Fortune  Teller,  another  American  museum,  the 
Walters  Art  Gallery,  in  Baltimore,  was  offering 
France  the  privilege  of  repurchasing  another 
French  'national  treasure'  for  exactly  the  price 
the  Gallery  has  recently  acquired  it.  This  gem  is 
an  early  fifteenth-century  Burgundian  statue  of 
the  Madonna  and  Child  that  formerly  graced 
the  cathedral  of  Besancon.  Vigorously  carved  in 
limestone  nearly  life  size  (sixty-two  inches),  this 
work  of  art  is  a  masterly  example  of  the  Dijon 
sculpture  school.  It  is  doubly  valuable  because  it 
so  well  represents  the  transition  from  French 
mediaeval  to  French  renaissance  sculpture,  and 
so  clearly  expresses  a  change  from  the  long  pre- 
vailing international  style  to  a  French  provincial 
mode.  The  Virgin  is  no  longer  international  ly 
maimered,  elegant,  aristocratic.  Instead,  the 
figure  is  natively  able-bodied,  the  stance  sturdy, 
the  movement  natural;  also  the  draperies  fall 
into  broad,  substantial  folds.  In  short,  the  art  is 
robustly  local  rather  than  internationally  refined. 
Yet  the  underlying  orientation  of  the  work  is  to 
Clans  Sluter,  that  revolutionary  genius  who 
took  to  Dijon  toward  the  end  of  the  fourteenth 
century  a  group  of  Flemish  artists  to  work  with 
him  on  sundry  projects  for  the  Duke  of  Bur- 
gundy, Philip  the  Bold. 

The  Walters  Gallery  curator  of  mediaeval  art, 
Philippe  Verdier,  has  been  tracing  the  history  of 
the  statue.  He  tells  us  that  it  was  produced  early 
in  the  fifteenth  century,  then  brought  about  1 550 
into  the  cathedral  at  Besancon,  where  it  was  used 
in  the  baptistery  chapel  as  part  of  the  reredos 
being  created  at  that  time.  Flanked  by  two 
smaller  figures  it  remained  in  its  niche  until  1794 
when  it  was  taken  down  by  hotbloods  who 
thought  the  French  revolution  had  displaced 
religion  with  the  age  of  reason.  When  religion 
revived  and  triumphed  over  the  age  of  reason 
this  stone  Madonna  and  Child  was  somehow 
never  returned  to  its  place.  Later  the  reredos  was 
demolished  to  make  way  for  the  restoration  of 
the  chapel  in  a  variant  style.  Some  tune  after 
1906,  when  Church  and  State  were  separated  in 
France,  Besancon  cathedral  authorities  disposed 
of  the  tine  old  statue,  apparently  unaware  of  its 
artistic  worth.  Thereafter  it  passed  from  French 
to  Dutch  private  hands,  and  was  brought  to  the 
United  States  by  an  art  dealer  from  whom  it  was 
acquired  by  the  Walters  Art  Gallery. 

Paul  Revere  and  Dr.  Paine 

A  PAIR  of  silver  canns  made  by  Paul  Revere 
have  been  reunited  at  the  Worcester  (Mass.) 
Art  Museum  and  are  now  on  exhibition  there. 
A  good  deal  is  fortunately  known  about  these 
two  eighteenth-century  drinking  cups,  and  the 
silver  service  for  which  they  were  made.  They 
came  to  the  museum  from  descendants  of  the 
original  owner.  Dr.  William  Paine,  a  Worcester 
citizen,  and  are  listed  in  Paul  Rcvere's  ledger, 


2nd  September  1773,  among  items  111  Rcvere's 
account  with  Dr.  Panic :  To  a  pair  of  Silver  Canns 
Wt.  30  oz . :  3  To  the  A  taking  3  6  8  To  Engraving 
Arms  1  4  o.  The  arms  belong  to  the  family  of  his 
bride,  Lois  Orne,  of  Salem,  whom  he  married 
later  that  month.  The  silver  service  of  which 
they  were  a  part  was  ordered  from  Revere  by 
Dr.  Paine  apparently  as  a  wedding  present  for 
his  bride.  Many  items  appear  in  Rcvere's 
ledger:  coffee  pot,  tea  pot,  cream  pot,  tea  tongs, 
porringers,  butter  boats,  a  tankard,  twelve  table 
spoons,  eighteen  tea  spoons,  four  salt  spoons,  etc. 
Revere's  receipt  for  the  service  is  now  on  display 
at  the  museum:  Boston  Sept.  4,  1773  Reed,  of 
Mr.  William  Paine  by  the  hand  of  Benj.  Greene 
Junr.  seventy  four  pounds — Paul  Revere. 

A  considerable  amount  of  this  service  has  been 
preserved,  together  with  a  number  of  other 
items  of  Paine  family  silver,  some  of  it  English, 
some  American,  from  pieces  of  his  mother's 
ancestral  silver,  to  early  nineteenth  century 
pieces  commissioned  by  a  later  generation.  Over 
three  dozen  examples,  of  various  dates,  are  now 
owned  by  the  Worcester  museum.  Of  Dr. 
Paine  himself  we  know  that  he  strongly  opposed 
the  American  revolution.  Although  a  pupil  of 
the  schoolteacher  patriot,  John  Adams,  who 
became  second  president  of  the  United  States, 
Paine  joined  the  Loyalist  cause,  and  co-authored 
a  protest  against  Whig  objections  to  the  acts  of 
Parliament,  citing  how  'teas  of  immense  value, 
lately  belonging  to  the  East-India  company, 
were  not  long  since,  scandalously  destroyed  in 
Boston'.  Denounced,  he  fled  to  Scotland,  there 
took  up  what  we  now  call  a  post-graduate 
course  in  medical  study,  and  later  served  with 
the  English  army  in  America  as  an  apothecary 
and  physician.  After  his  father's  death  in  1793  he 
returned  to  his  father's  home  in  Worcester  and 
remained  on  half  pay  as  a  British  officer  until  the 
War  of  1 8 12,  when  he  resigned  and  applied  tor 
American  citizenship.  The  silver  service  he  gave 
his  bride  recalls  the  wealth  into  which  he  was 
born,  and  the  luxury  he  gave  up  because  he 
opposed  the  American  revolution. 

Russian  Silver 

I  COMMEND  an  article  by  Philippe  Verdier  of 
the  Walters  Art  Gallery,  which  will  appear  in 
the  next  issue:  'Russian  Silversmiths'  Work  of 
the  Seventeenth  and  Eighteenth  Centuries'. 
Pending  the  imminent  publication  of  catalogues 
on  silver  by  the  two  Russian  scholars,  Mrs. 
Postnikova-Losseva  and  Mrs.  Goldberg, 
M.  Verdict's  contribution  will  call  the  attention 
of  researchers  and  collectors  to  a  practically 
neglected  chapter  in  the  history  of  the  decora- 
tive arts.  As  will  also  be  seen,  the  silver  pieces 
in  the  Walters  Art  Gallery  represent  only  a  small 
percentage  ot  an  extensive  collection  ot  Russian 
art,  which  was  put  up  for  display  as  a  whole 
for  the  first  time  in  1  <;><;• 
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One  of  a  Pair  of  George  II  carved  mahogany  Bookcases  with  original  metal  mounts. 
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La  Lceon  de  Peinture  by  HENRI  MATISSE 
Sold  for  £21,000 


One  of  an  important  set  of  six  LOUIS  XV  painted 
fauteuils  by  j.  Lebas.  Sold  for  7,000  gns. 


Here  are  just  two  of  the  many  works  of  art  which  Christie's  sold  in  1960  on  behalf  of  foreign  collectors. 
More  and  more  works  of  art  are  being  sent  from  abroad  to  be  sold  in  our  Great  Rooms.  There  are 
seven  good  reasons: 
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4.  Easy  and  Safe  Transport.  Works  of  art  can  now  be  flown  safely  and  easily  from  all  parts  of  the  world. 

5.  No  Currency  Restrictions.  Proceeds  of  sales  can  be  paid  in  any  currency. 

6.  Pre-Sale  Publicity.  Christie's  will  give  sales  the  widest  publicity  beforehand  so  that  the  maximum  number 
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Marlborough 


Boudin    Fishing  Boats    I24'  x  17I  inches 


Marlborough  Fine  Art  Ltd 

39  Old  Bond  Street  London  wi 

Hyde  Park  6195-6  Cables  Bondarto 

A  selection  of  paintings  by  Boudin 
and  Jongkind  from  our  collection 
of  19th  and  20th  century  masters 

A  selection  of  our  paintings  by  Signac  and  Duty  will  he  illustrated 
on  this  page  m  the  March  issue  of  The  Connoisseur 


Boudin    Fishing  Boats  1872    16  •  25 J  inches 


Jongkind    The  Saone  at  Lyons  1874    i}\  ■  i8|  inches 
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HARVEY  &  GORE 

LTD. 


C.  1750 


4  BURLINGTON  GARDENS,  LONDON,  W.  1 


Hyde  Park  2714 


An  extremely  rare  and  fine  George  1  silver  hot  water  Jug. 
London  1724,  Gabriel  Sleath.  9.1  inchesMiigh.  25  oz.  7  dwt. 


ISANKHKS  since  181 2 
Messrs.  Coutts  &  Co. 
Strand 
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I  'aluations  for 
Probate,  Insurance 
and  Division 


A  splendid  Soup  Tureen  and  Cover 
on  Stand  by  Paul  Storr  with 
set  of  4  Sauce  Tureens  en  suite 

Soup  Tureen  London  geo.  in 
1 806  Weight  z  5 1 , 5  o  oz . 
The  Tureen  is  engraved  with 
the  Arms  of  george  in  and 
Archibald  9th  Duke  of  Hamilton 
Sauce  T  ureens  London  geo.  nr 
1808  Weight  171  oz. 
The  set  of  four  small  ova 
dishes  are  by  Benjamin  Smith 
geo.  rtt  181  r  Weight  101  oz. 
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JOHN  SPARKS 

LIMITED 

CInnesit  OTorksf  of  girt 


A  pair  of  Chinese  ivory  carvings  representing  the  Immortals  LI  T'lEH-KUAl  (Patron  of  Magicians) 
and  LAN  TS'AI  HO  (Patron  of  Gardeners)..  Seventeenth  Century. 

Height  (including  stands)  11.1  inches. 


128    MOUNT    STREET,    LONDON,    W.  1 

GROsvenor  2265 


Tessiers 
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London  1767 
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In  original  case 
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ESTABLISHED  1881 
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M.  Harris  &  Sons 

ESTABLISHED  1868 


One  of  a  pair  of  exceptionally  fine  Louis  XVI  ormolu  and  brass 
mounted  mahogany  dwarf  bookcases,  fitted  with  marble  tops. 
Length  5  ft.  Depth  1  ft.  4  in.  Height  3  ft.  OS  in. 


44ls2  New  Oxford  Street,  London  W.C.i 

Telephones:  Museum  2121,  2122  Telegrams:  Artisorme  Phone  London 


An  iSth  Century  Chippendale  mahogany 
side  table  with  pierced  fret  frieze  and 
carved  reeded  legs  and  marble  top  —  circa  1760. 


KNOEDLER 

Established  1S46 

Old  and  Contemporary  Masters 


LONDON 

^4  St.  James's  Street 
S.W.i 


NEW  YORK 

14  East  57th  Street 
N.Y.22 


PARIS 

22  Rue  des  Capucines 

2e 
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BY  APPOINTMENT  ANTIQUARIES  OF 
CHINESE  WORKS  OF  ART 
TO  H.M.  THE  KING  OF  SWEDEN 


BLUETT  &  SONS 


Cloisonne  enamel  globular  tripod  vessel  (tin<j)  with  cover,  the  two  side  handles  champleve  and  the  bod) 
decorated  with  a  band  of  lotus  scrolls  below  a  fret  border,  tbe  cover  mounted  n  itb  three  gilt-bronze  animals. 

Ming  period.  Height  <,  nuhcs. 


THh  formation  and  fixing  < >l  decorative  patterns  in  compartments  or  cloisons  enclosed  In  wire  soldered  on  a 
met.il  base  seems,  a(  cording  i<>  Sir  I  larr\  Garner,  to  have  originated  outside  China-  Mvi  enae  is  suggested 
many  centuries  before  the  technique  \\.is  adopted  and  developed  by  the  Chinese.  I  his  was  during  the  Mins»  period 
and  the  earliest  t  loisonnc  enamel  we  (an  trace  and  date  satisfactorily  is  that  produced  during  the  reign  ol 
Hsiian-te  (A.D.  1 42(1-1 4}  c)  though,  it  must  he  added,  much  ol  that  inscribed  with  this  period  mark  is  actually 
ot  much  later  date — sometimes  ol  the  18th  century. 

Comparison  with  similarly  decorated  porcelains  which  may  credibly  ho  regarded  as  contemporary  productions 
is  some  guide  in  assessing  date  though  it  is  not  always  easy  to  determine  whether  the  porcelain  or  the  enamel  pie<  e 
is  the  prototype.  There  was,  tor  example,  a  pair  of  large  jars  at  the  Oriental  Ceramic  Soc  iety  's  Exhibition  Mine' 
Art  (1957)  both  of  which  appeared  until  closely  examined  to  belong  to  the  well  known  stoneware  group  known 
as  fa  hua.  One  ol  them  was  found  to  he  a  rare  example  ol  c  loisonne'-  and  it  is  interesting  to  note-  that  the  name 
ja  hua  means  'enamel  decoration'  an  indication  that  though  both  were  ol  similar  date  the  enamel  jar  was 
probably  the  prototype. 

Thus  the  stoneware  jar,  dated  by  general  consent  circa  1  coo  assists  us  in  placing  the  cloisonne  piece — as,  in 
fact,  it  was  described  in  the  catalogue— in  the  1  cjh  century.  Another  1  cth  century  example — formerly  in  the 
Kitson  Collection  and  one  ol  outstanding  quality  is  illustrated  above.  This  piece  was  shown  at  the  Oriental 
Ceramic  Society's  Inhibition  ol  the  'Artsol  the  Ming  Dynasty    in  1  i>  ^  7 . 


48  Davies  Street,  Brook  Street,  London,  W. 

Telegrams:  Chinee  cum  Wesdo,  I  <>nd<>n  Telephone:  MAYFAIR  .\n 


$ratt  &  purges;* 

LIMITED 

Members  of  The  British  Antique  Dealers  Association 

OLD  ENGLISH  FURNITURE 
CHIMNEY  PIECES 


-X- 


An  attractive  Regency  Writing  Table  with 
green  leather  top  tooled  in  gilt.  The  'X' 
underframe  fashioned  in  solid  rosewood. 
Top  3  ft.  6  in.  by  I  ft.  10  in. 

■X- 

MELTON  COURT 
7  OLD  BROMPTON  ROAD 
LONDON,  S.W.7 

Telephone:  Kensington  8501 
(facing  South  Kensington  Station) 


BY  APPOINTMENT 
FINE  ART  DEALER 
TO  THE  LATE  QUEEN  MARY 


ALBERT  AMOR 

LTD 

ESTABLISHED  1837 

Member  of  the  British  Antique  Dealers'  Association  Ltd. 


A  fine  example  of  a  Chelsea  'Hans  Sloane' 
botanical  dish;  red  anchor  period,  circa 
1755;  diameter  ll{  inches. 


37  BURY  STREET 
ST.  JAMES'S,  LONDON,  S.W.I 


TELEPHONE  : 
WHITEHALL  2444 


TELEGRAMS: 
AMORIFER,  LONDON 
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WALTER  H.  WILLSON  LTD 


An  important  George  II  square  Salver 
London  I7S<S  by  Elizabeth  Godfrey 
i Si  inches 


NEW  SILVER  SPOONS  AND  FORKS 
On  application  we  shall  be  pleased  to  send  particulars  of  our 
hand-forged  services  in  traditional  English  patterns 


is  KINC,  STREET  •  ST.  [AMES'S  •  LONDON  S.W.i 

WHITEHALL  6463  AURIFABRO  ■  PICCY  •  IONDON 

904  North  Michigan  Avenue,  Chicago,  III.,  U.S.A. 

XIII 


WILLIAM  WALTER  (Antiques)  LTD. 

(Office  on  right  hand  of  entrance  to  London  Silver  Vaults) 

LONDON  SILVER  VAULTS,  CHANCERY  HOUSE,  CHANCERY  LANE 


1 


Telephone:  Chancery  3248 


LONDON  W.C.2 


Telegrams:  Walter  Silvavults  London 


ANTIQUE  SILVER 


Set  of  four 
Antique  Silver  Candlesticks 

Date  1764/65 

Made  by  William  Cafe 
of  London 

Height  I0£  inches 
Weight  86  oz.  5  dwt. 

Originall/  presented  to 
Benjamin  Heath  in  1764. 
Full  details  available  on 
application 


Our  large  and  varied  collection  of 
Antique  Silver  and  Old  Sheffield 
Plate  is  always  open  to  inspection 
in  our  Showrooms 


Arthur  Churchill  Ltd 


An  important 
'AMEN'  Glass, 
the  bowl  engraved  in 
fine  diamond  point 
with  two  verses  of 
the  Jacobite  anthem. 
Height  6|  in. 

From  a  well-known 
Collection. 


Tel:  Fad.  0154 


22-32  Harrow  Road,  London,  W.2 


Cables:  Churglas,  London 
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WILLIAM    CLAYTON  LTD 

FINE  CHINESE  JADE  CARVINGS,  PORCELAIN  AND  ORIENTAL  WORKS  OF  ART 


One  exceptionally  fine  translucent  Mutton-fat  Jade  Incense  Burner,  carved  in  bold  relief 
with  two  Kylin-head  handles  and  loose  rings,  the  body  of  the  burner  standing  on  three 
Kylin-mask  feet.  The  cover  has  three  Kylin-head  loose  ring  handles,  is  pierced,  and  is  sur- 
mounted by  a  reclining  dragon.  Height  6j  inches,  width  6  inches.  On  carved  wood  stand. 
Ch'ien-Lung  period,  A.D.  1736-1795. 

38  BURY  STREET,  ST.  JAMES'S,  LONDON,  S.W.I 

TELEGRAMS:  WILCLAYTON,  LONDON  WHITEHALL  1173 


LONDON 

69  Upper  Berkeley  Street 
Portinan  Square,  W.  1 

Telephone:  PADdington  6595 


D  M  Is  P 


Members  of  The  British  Antique  Dealer**  Association  Ltd. 
ami  Art  and  Antique  Dealers'  League  of  America 


NEW  YORK 

46  East  57th  Street 
New  York  City 


Please  Note 

CHANGE  OF 
ADDRESS 

We  have  moved  to 
more  commodious 
premises  at 

69  Upper 
Berkeley  Street, 
Portman  Square, 
W.l 

where  we  will  be  happv 
to  welcome  clients 
both  old  and  new 


STAFFORDSHIRE  POTTERY  circa  1810 
A  conversation  piece  in  pollers  portray  tug  lit  u  lovers,  u  hu  h  could  well  be  called  '  The  Proposal'  as  the  gentleman  holds  a  ring !  Decorated 
in  bright  enamel  colours,  green,  yellow,  blue  and  crimson  predominating.  8\  inches  high.  A  pair  of  amusing  groups  'lie/ore  & 
After  Marriage'  which  tell  their  own  story.  Decorated  in  brilliant  colours  on  square  green  bases  with  marbled  edges.  H\  inches  high. 


MANN  &  FLEMING  (ANTIQUES)  LTD. 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 


ANTIQUES 


DECORATIONS 

■ . 
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XVI  Century  German  silver  gilt  cup  and  cover. 
Nuremberg,  c.  1590.  Height  1 3 A  inches. 
Maker:  Rosenberg,  page  134. 


An  Example  from  our  Collection  of  Early  Continental  Silver 


I  aluations  for  Prohatc. 
Insurance  and  Division. 


BRAGHER 

& 

SYDENHAM 


A  Fine  Queen  Anne  Tankard,  1705,  by  John  Wisdom. 
Height  6|  inches.  Weight  30  oz.  15  dwt. 
Engraved  with  the  Arm.',  of  the  family  of  Turton 


QUEEN  VICTORIA  STREET 
READING,  BERKS. 

Telephone:  53724  Established:  1790 


SYDNEY  L  MOSS 

Fine  Old  Chinese  Ceramics 
and  Works  of  Art 


A  very  fine  Chinese  porcelain  small  saucer  dish 
decorated  in  yellow  and  aubergine  on  a  green 
ground,  the  reverse  with  the  six  character  mark 
of  the  Emperor  Wan  Li  and  of  that  period. 
Ming  Dynasty.  A.D.  1573-1619. 
Diameter  5f  inches. 


Established  1910  MAYfair  4670 

81  DAVIES  STREET 
LONDON,  W.I 


THh  CONNOISSEUR,  January.  i</>l 


XVIII 


Veigc  a  Marly-lc-Roi  by  A.  SISLEY  Canvas:  15  <  zih  inches 

Catalogued  and  reproduced:  Daulte  No.  153 


TOOTH 

Established  [842 

3i    BR U TON   STREET  ! 

LONDON,  W.i 

Grosvenor  6741  Cables:  'INVOCATION,  London" 


XIX 


Eighteenth  century  mahogany  double-sided  partners'  desk. 
5  ieet  wide,  51  inches  deep,  30.V  inches  hitjh. 


18th  Century  Member  of  the 

ENGLISH  C  \\7  C  XT  'T  LJ    A  British  Antique 

FURNITURE  1—/  •       J_/  V_>/  L    T  T     J_v  1^1     All  /  V  L-J  Dealers  Association 


4  ST.   JAMES'S   STREET,  LONDON,  S.W.1 

Telephone:  Whitehall  1781 
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Who  are  to  day  s  patrons : 


TODAY,  many  of  the  chief  patrons  of  the  Arts  are  leading 
men  in  industry  and  commerce.  They  are  important 
collectors  of  fine  things  either  for  themselves  or  for  their  offices 
and  they  are  in  the  happy  position  of  being  able  to  buy  what 
they  admire.  They  appreciate  too  that  a  fine  work  of  art  is  an 
investment  that  will  keep  its  value. 

Make  certain,  therefore,  that  your  announcements  appear 
regularly  in  the  pages  of  the  financial  times.  You  can  be 
certain  that  a  large  and  influential  audience  will  see  them. 

the  financial  i  i mis  co h')  s  for  all  who  arc  interested  in  the  world  of 
art.  Denys  Sutton,  the  well-known  authority,  is  a  regular  contributor  to 
its  pages. 


Connoisseurs  who  mean  business  for  you  —  read 

THE  FINANCIAL  TIMES 

every  day 

SIDNEY    HENSCHEL,   ADVERTISEMENT   DIRECTOR,   BRACKEN   HOUSE,    10  CANNON   STREET,  LONDON,  EC4 
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The  Duke  of  Bedford  with  some  of  his  famous  pieces.  Centerpiece  is  the  Ascot  Gold  Cup  of  1846.  When  in  England,  you  are  welcome  to  visit  H  oburn  Abbey,  the  Bedford  ancestral 
homey  which  contains  a  superlative  art  collection,  in  addition  to  priceless  silver  and  antiques,  photo  BY  ROGER  WOOD,  London 


THE  DIKE  OF  BEDFORD  ENTRUSTS  THE  CARE  OF  HIS  RENOWNED 
SILVER  COLLECTION  TO  POLISHES  BY 

His  Grace,  the  Thirteenth  Duke  of  Bedford,  owns  one  of  the  largest  and  finest  private  collections  of 
silver.  For  its  care  he  has  insisted  that  Goddard's  silver  polishing  preparations  be  used. 

Silver  such  as  the  Duke  of  Bedford's  is  strong  and  durable  and  will  last  a  thousand  years;  but  it  is  relatively 
soft.  If  it  is  to  attain  beauty  with  age.  it  must  receive  the  proper  treatment. 

I  liiii  i-  why  experienced  private  collectors — and  those  in  charge  of  public  collections  -insist  on  Goddard's. 
Goddard's  is  softer  than  silver;  therefore  cannot  scratch  it.  Nor  does  Goddard's  contain  any  acid  harmful 
lo  -ilver.  Yet  it  quickly  removes  tarnish,  burnishing  the  silver  to  a  brilliant  lustre  lustre  that  lasts. 
Goddard's  wipes  clean,  leaves  no  film  to  act  as  a  tarnishing  agent,  the  way  polishes  containing  soap  or 
glycerine  do.  Moreover.  Goddard's  is  so  pure  and  mild  that  it  needs  no  rinsing. 

For  your  own  fine  silver,  insist  on  Goddard's.  the  polish  used  bv  museums  and  leading  collectors  for  more 
than  120  years.  Goddard's  make  silver  polishing  preparations  in  four  forms  Plate  Powder,  Liquid 
Silver  Polish,  Silver  Cloth  and  Silver  Dip.* 

*  I  patented  detarnishing  invention  of  The  Design  ami  Research  Centre  for  the  Hold.  Silver  ami  Jewellery  Industries, 
London,  manufactured  under  lirenee  by  ./.  (ioddard  and  Sons,  Ltd. 

J.  GODDARD  &  SONS  Ltd. 

LEICESTER  ENGLAND 

U.S.A.  OFFICE  -  299  MADISON  AVE.,  NEW  YORK  17,  N.Y. 


Goddard's 
Stiver 
Polish 

Qoddords  Plate  Powder  In  liquid  <°r 
for  Silver.  Chromium  end  3I»»» 


Will 


PHILLIPS  &  RIXSON  Ltd. 


31  OLD  BROMPTON  ROAD,  LONDON  S.W.7 

Telephone:  KENsington  5858 


Members  of  Tiie  British  Antique  Dealers  Association 


w 


A  superb  pair  of  Adam  satinwood  serpentine  com- 
modes; on  finely  carved  mahogany  stands  with  fluting. 
Width  3  ft.  1 1  in.  Depth  1  ft.  8  \  in.  Height  2  ft.  8  J  in. 


SPECIALISTS  IN 
ENGLISH  AND 
CONTINENTAL 
CERAMICS 


BOW 

c.  1760 

Miniature  Group  of 
Goat  and  Kid  finely 
marked  in  puce  and 
brownish-red.  5  in. 
high,  anchor  and 
dagger  mark. 


u. 


Members  of  The  British  Antique  Dealers  Assn. 

156  BROMPTON  ROAD,  LONDON,  S.W.3 

Cables:  PORCELIQUE  LONDON     Telephones:  KENsington  5272  &  3793 


jffl-Jftngate  ^JohnsionUtd 

Established  i8ij 

Head  office: 

91-93  CHARTERHOUSE  STREET.  LONDON,  E.C 


also  at:  LIVERPOOL  -  MANCHESTER 
SOUTHAMPTON  -  BELFAST  -  PARIS 
NEWCASTLE  -  GLASGOW  -  TORONTO 
NEW  YORK     -     MONTREAL     -  ETC. 

Packers  -  Shippers  -  Insurers 
Custoinbrokers        -        Travel  Agents 
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FRANCESCO  BASSANO  (i 549-1 592) 


Canvas  30?.  X  43 A  inches 


I We  desire  to  purchase  paintings  and 
water-colours  by  old  and  modern  masters 


LEGER  GALLERIES 


(J.    LEGER   &  SON) 


13    OLD    BOND    STREET,    LONDON,    W.  1 

HYDE    PARK    2679  ESTABLISHED  1892 


BRUSSELS:  13  RUE  DE  LA  REGENCE 


XXV 


BERNARD 


21   RYDER  STREET,  ST.  JAMES'S,  LONDON,  S.W.I 

Telephone:  WHITEHALL  6894 


BERNARD 


21    RYDER  STREET,  ST.  JAMES'S,   LONDON,  S.W.I 

Telephone:  WHITEHALL  6894 


JOHN  MITCHELL  &  SON 

(JOHN  MITCHELL) 

FINE  PAINTINGS 


Signed  IN  THE  STUDIO  Oil  on  canvas 

by  29     25 A  inches 

ALFRED  EMILE  LEOPOLD  STEVENS 

Born  Brussels  1823  -Died  Paris  1906 


8  NEW  BOND  STREET,  LONDON  Wl 

Telephone:  HYDe  park  7567  Cables:  Jonmit,  London 


amnq 

OF    MOUNT   STREET   LTD  I 

LONDON 


Antique  furniture 
Chinese  and  European 
Works  of  Art 


1 12  Mount  Street 
LONDON  W.i 

Telephone:  Grosvenor  28^8 
Cables:  RARGRO,  London 


n 


— 


mm 


Fine  unglazed  pottery  figure  of  seated  Lion 
with  traces  of  pigment  and  gilt  decoration. 
Height  12{  inches.  T'ang  dynasty  A.D.  618  906. 
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ftlnrjt)  petite 

Member  of  the  British  Antique  Dealers'  Association  Ltd. 


CHARNHAM  CLOSE 
HUNGERFORD,  BERKS. 

'Phone  200 


Flemish  15th  Century 

St.  Crispin  -  Leatherworker 
Carved  wood.  Original  polychrome 
Height  29  inches 


The 

House  of  Perez 


AN  ANTIQUE  KURD-SENNEH  RUG 
Size  6  ft.  6  in.      4  ft.  ]  in. 
Ref.  No.   1,01  rr 


Internationally 
Famous  for  Fine  Carpets 

• 

Perez  (London)  Ltd. 

Member  of  the  B. A.D.A. 

ii2  and  168  BROMPTON  ROAD 
LONDON,  S.W.3 

Telephones:  KENsington  9878,  9774  &  191  7  (112  only) 
Also  GLASGOW,  BRISTOL  &  AMSTERDAM 
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tntfreb  Militant  (Antique*) 


Members  (if  The  British  Antique  Dealers'  Association  Ltd. 


'Chinoiserie'  subjects  by  J.  G.  Herold.  Circa  1724 


Mazarine  blue  and  exotic  birds.  Gold  anchor.  Circa  1760 


Birds  and  butterfly  decoration.  First  period.  Circa  \7~o 

Colour  Transparencies  on  request 

38    SOUTH    STREET,    EASTBOURNE,  SUSSEX 


Telephone:  EASTBOURNE  780 


Cables:  ANTIQUITY,  Eastbourne 


PRIDES  of  LONDON  IXD 

Members  of  Tlie  British  Amiqtie  Dealers'  Association  Ltd.  Tel:  BELgravia  3080 


1 


179/180  SLOANE  STREET,  S.W.I 


A  Hepplewhite  settee,  the  facte 
mahogany  frame  with  boxwood  inlay. 
5  ft.  2  in.  wide. 


H.  S.  WELLBY 


Amsterdam  1661 

Parcel  gilt  and  nielloed  silver  Beaker 
by  Michiel  Esselbeeck 
3 1  inches  high 

i6c  Grafton  Street,  W.i 

Telephone:  Hyde  Park  1597 
Antique  English  and  Continental  Silver  •  Old  Sheffield  Plate 


DUITS 


LTD. 


Finest  examples 
of 

ijth  century  Dutch  Masters 


6  DUKK  STREET 

ST.    JAMES'S,    LONDON,  S.W.i 

Telephone  :  Whitehall  7440 
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138  REGENT  STREET,  LONDON,  W.i 

AND  AT  LLANDUDNO 


A  superb  and  rare  Louis  XV  gold  snuffbox  decorated  with  encrusted  figures  in  mother-of-pearl, 
burgau,  and  various  other  translucent  shells  of  colour  on  diapered  gold  backgrounds. 

Berlin,  circa  1 755. 


Member  of  The  British  Antique  Dealers'  Association  Ltd. 


MONTAGUE 
MARCUSSEN 


LTD 


98  CRAWFORD  STREET 
LONDON,  W.l 

Paddington  3051 


18th  Century  marble  Bust,  of  a 
nobleman,  wearing  the  Order  of 
The  Saint-Esprit.  Height  29  inches 


Top  quality,  fully  decorated,  Famille 
Verte  Cache-pot,  enamelled  in  many  rare 
and    unusual    colours.    In    fine  state. 
Height  17  inches,  width  22  inches 


other  rare  oriental  pieces  for  your  selection.  Also  several  unusual  busts  of  varying  sizes  in  different  mediur 


R.  L.  HARRINGTON  LTD. 


Directors: 

Reginald  L.  Harrington 
Mary  T.  Holder 
Mary  Clarke 


(formerly  CHRISTY'S  OF  KENT  LTD.) 

120  and  125  MOUNT  STREET 
LONDON  W.l 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 


Telephones: 

GROsvenor  1785  &  5270 
Cables: 

CHRISANT,  LONDON 


Small  18th  Century  mahogany  hreakfronl  Bookcase  ivith  secretaire,  of  elegant  proportion, 
pleasing  design  and  outstanding  quality.  6ft.  10  in.  wide,  17  in.  deep,  overall  height  8 ft.  10  in. 


FINE    ANTIQUE  FURNITURE 


PREMSELA 

& 

HAMBURGER 


est.  1823 


NUREMBERG  c.  1590 
MAKER:  PETZOLD 
HEIGHT:  If  INCHES 


Specialists  in  antique  silver  and  jewellery 
from  the  15th  to  the  19th  century 

ROKIN  120  -  AMSTERDAM 


Ewer 

famille  verte  porcelain  K'ang  Hsi  period  (1662-1722) 

(Antiquidades)  Lda. 

Rua  do  Alecrim  117/121       LISBOA  2       Telephone  28343 


THE  INGEMANN  COLLECTION  OF 
MORTARS 


220  pieces  of  Flemish,  French,  German,  Italian  and 
Spanish  mortars  from  the  15th — 18th  Century. 

For  sale  as  a  Collection,  apply  to: 

ARNE  BRUUN  RASMUSSEN 

KUNSTAUKTIONER 

33  Bredgade 
Copenhagen  K  Denmark 
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GERALD  KERIN  LTD 

GERALD  W.  KERIN  WILLIAM  REDFORD 


An  exceptional  Ij  fine  quality  Louis  XVI  mahogany  secretaire,  mounted  with  ormolu; 
the  panel  to  the  front  is  inset  with  a  contemporary  Sevres  plaque  in  the  Wedgwood  style. 
Height  48  inches,  width  ]o  inches,  and  depth  1  5  inches. 


FINE  FRENCH  and  ENGLISH  FURNITURE 

and  WORKS  OF  ART 


No.  9  MOUNT  STREET,  W.I 


PATOU 


i-  oz.  £5.0.0    i  oz.  £8.8.0     I  oz.  £  1 3.0.0    2  oz.  £22.0.0    4  oz.  £38.0.0 


FAENZA  MAIOLICA— Pavona 

Height  \o\  inches 


Sixteenth  Century 


NELLA  LONGARI 

ANTIQUES 


15  VIA  BIGLI 


MILAN  (ITALY) 


*j*  *j*   >j*  *|«.  *j*  *|*  *jc  »|«.  *j*  *|*  >j*  »j*  *j*   >j*  >|*  *!*  *|«.        *j*  *|a  »|*  *|*.  >j*  >|«.  >j*      ^  ^  >|*        >j*      >|*      »|*  >|*  >|*  »jc      *j*  *|*   *j<  >|*  >j*.  *j*  *j* 


EXHIBITION 

of 

17th  and  1 8th  CENTURY  PORTRAITS 

from  December  6th 

10  a.m.  —  5-30  p.m. 

THE  NORBERT  FISCHMAN  GALLERY  LTD. 

26  OLD  BOND  STREET,   W .  i 


*!«. 


Elegant  Homes  deserve 

LAMPS  &  SHADES 

NITA  MILLER 

Lampshades  made  to  order  quickly  and  efficiently  by  highly  skilled  needlewomen  in  our  own  workroom. 
Designers  Nita  and  Lyn  Miller  offer  expert  advice  on  colour,  size  and  style. 

NITA  MILLER    63A  GROSVENOR  STREET    LONDON  Wl     MAYFAIR  0951 


'ECIALIST  IN  EUROPEAN  PERIOD  CARPETS 

AUBUSSON  -  SAVONNERIE  -  NEEDLEPOINT 


Brussels  Carpet,  end  of  XVIth  century,  polychrome  fruit  and  flowers  on  black  ground.  8  ft.  6  in.  x  7  ft.  6  in. 

CATAN 

129  AVENUE  DES  CHAMPS-ELYSEES 

PARIS 


PHONF.   RAT  41.71 


M.  BLOOM  &  SON  LTD 

15  NORTON  FOLGATE,  BISnOPSGATE 
LONDON  E.l        PRONE:  BIS.  1587 

ESTABLISHED  IN  THE  CITY  FOR  NEARLY  FIFTY  YEARS 


CHARLES  I  BEAKER 

1641.  H.  BABINGTON 

height  5  inches,  weight  S.J  ounces 


CAPODIMONTE,  circa  1750 
Mark,  a  blue  fleur-de-lis 
Height  18  inches 

ALESSANDRO  ORSI 

ANTIQUES 

14  VIA  BAGUTTA  MILAN  (ITALY) 


GALERIE  DU  CIRQUE 

23  RUE  DU  CIRQUE,  PARIS  VIII   •   BAL  36-50 


PICASSO 

DERAIN     •     GEN-PAUL     •  LEGUEULT 

LOUTREUIL     •     MARQUET     .  PISSARRO 

K.  X.  ROUSSEL     •     VALADON  •  VUILLARD 
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nnp    t^'  A  r»T«   1     AXTrpirvrirr  t-*t  mxTi^ri  Trvm    vthttJ  ....   ™ 


OBJETS  D'ART  and  ANTIQUES  FURNITURE  XVIIIth  Century 

Fbg.  Saint  Honore 


PARIS  Phone  CARnot  22.43  I 


'Famille  rose'  Wine-ewer 
Height  6  inches 
One  of  a  pair 


PAPAZIAN  &  ESKENAZI 

Oriental  Art 

15  VIA  MONTE  NAPOLEONE,  MILAN 


Maurice  Aveline  &  G 


OBJETS  D'ART 
DECORATION 


20  rue  du  Cirque,  Paris  8e  -    Ely.  51.63 


Canapi  in  sculptured  wood.  Grey  paint  of  the  1750  period  by  Tillard 

RENE  WEILLER 

15  Rue  Lamennais,  PARIS       Tel:  BAL^ac  45-46 


FURNITURE 

CHAIRS 
TAPESTRIES 

18th  Century 
BRONZES 
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STADTWALDGURTEL  32 
COLOGNE 

(Illustrated  catalogue  free  on  request) 


Vue  de  Carnac  M.  MAUFRA  1861-1918 

Canvas:  28  f  x  39k  inches 


48  Rue  de  Courcelles 

PARIS 


Ritual  Bronze:  Middle  Chou 


C.T.LOO&C 


ANCIENT  CHINESE  ART 


IE 


41  East  57th  Street 

NEW  YORK 


XLIII 


LEONARD  KNIGHT 


Shewing  an 
end  section 


14    KING    STREET        ST.    JAMES'S        LONDON  S.W.I 

TELEPHONE:  TRAFALGAR  7370  CABLES:  KNIGHTIQUE  LONDON 


A  magnificent  Chippendale  mahogany  pedestal  library  desk  with  drawers  back  and  front. The  centre 
leaf  and  fretted  carved  brackets  are  detachable  so  that  the  end  sections  can  be  used  as  a  pair  of 
commodes.  English,  Circa  1765. 

Sizes  overall:  7  ft.  wide.  5  ft.  6  in.  back  to  front,  2  ft.  7£  in.  high.  End  sections:  5  ft.  6  in.  wide, 
2  ft.  4  in.  back  to  front. 


Cables: 
WILLPICTS,  PICCY 
LONDON 


WILLIAMS  &  SON 

2  GRAFTON  STREET,  LONDON,  VV.l 


Phone: 
HYDE  PARK 
5751 


J.  M.  Klombeck  and 
Eugene  Verboeckhoven 


A  Winter  Landscape 


Canvas  36     48  inches 


J.  &  W.  TWEED 

408-410  LEEDS  ROAD 
Tel.  23223  BRADFORD  3  Est.  1903 

[Members  of  The  British  Antique  Dealers'  Association  Lid.) 


A  Sheraton  inlaid  mahogany  serpentine  front  chest  of  fine  shape,  with  slide. 
Circa  1780.  JQ  inches  long,  j$  inches  high. 


A.  FREDERICKS 

(CHELSEA)  LTD 

26^-267  Fulham  Road 
London  SW3 

Flaxman  2188 


Wish  to  Purchase 
Eighteenth  Century  English  Furniture 
Jor  the  Home  and  Export  Markets 
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LONDON 

18  Leather  Lane  E.C.I 
Holborn  4633 


N  F  YORK 

I.  FREEMAN  &  SON  LTD.    ,2  East  52nd  Street 


A  further  Selection  of  our  GEORGE  III  SILVER  by 

HESTER  BATEMAN 


182. 

Four  Open  Salts  with  liners 
height  2j  in.,  length  3£  in. 
oval.  London  1784 

067.  Open  Salt  with  liner 
London  1789 

901.  Four  Open  Salts 
diameter  '1\  in. 
London  1780 


04>7 


If  > 


4* 
9*/ 


Plaza  9-6900 


Collections  or  single  items  purchased 


912. 

Open  Salt  with  liner 
London  1782 


206.  Pair  Open  Salts 
London  1783 


121.  Wine  Funnel,  height  4 J  in. 
London  1771 


?<>3 


712.  Stirrup  Cup,  height  4£  in. 
London  1784 

903.  Pair  Open  Salts  with  liners 
London  1781 


011.  Pair  Open  Salts 
London  1788 

055.  Wine  Funnel,  height  5  in. 
London  1776 


GREGORY  &  CO. 

(BRUTON  STREET)  LTD.  ESTABLISHED  1823 

Telephones :  Mayfair  2608/9/0,  2066 


27  BRUTON  ST.,  BERKELEY  SQUARE 
LONDON,  W.l 

Telegrams:  Gregco,  Wesdo  London 


ANTIQUES 
FURNITURE 
U  P  HO  L  S  T  E  R  Y 
CUR  TAINS 
CARPETS 


BUILDING 
ELECTRICAL  WORKS 
DECORATIONS 
H  E  A  TING 
V ALUATIONS 


A  single  pillar  Pining  Table,  of 
a  beautiful  colour,  to  seat  eight. 

C.  [800. 
Length  6  ft.  S  in.     Width  4  ft. 
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Laveuses  an  bord  de  I'eau,  dans  le  Foret  de  Fontainebleau 
ALEXANDRE  DEFAUX,  1826-1900 
Oil  painting,  size  39  x  31  inches 


THE  FINE  ART  SOCIETY  LTD 

Paintings  and  Water-colours  Old  and  New 

Collections  purchased 
< 

148    NEW  BOND  STREET,  LONDON,  W.  1 

Established  1876  Members  of  The  British  Antique  Dealers' Association  Ltd.  Telephone:  Mayfair  ^iit> 


/ 


Hyde  Park  4711 


EMMA  ROVERA 

SEVENTEENTH  &  EIGHTEENTH  CENTURY 
FURNITURE  &  OBJETS  D'ART 

7  VIA  BORGOGNA       MILAN  (ITALY) 

Telephone  791-049 


DORSET  GALLERIES 
J.    A.  FREDERICKS 

(Member  of  The  British  Antique  Dealers  Association) 

WISHES  TO  PURCHASE 
OLD  ENGLISH  FURNITURE 


49  DORSET  STREET,  BAKER  STREET.  LONDON,  W.I 


Welbeck  8934 


HIGHEST     PRICES     PAID  FOR 

COINS   AND  MEDALS 

especially  for  collections 
Catalogue  of  English  Coins,  9/3.  Bulletin  1  /- 

B.  A.SEABY  LTD. ,65  Great  Portland  Street,  London, W.I 


P.  H.  <-BB  B  %  n 

M  B  A. D  A.  Ltd. 
Antiques  and  Works  of  Art 

LARGEST  STOCK  IN  THE  SOUTH  OF  ENGLAND 

Speciality:  Old  English  Cottage  Furnishing 

CHERTSEY  STREET  'LYNDHURST'  LONDON  ROAD 

GUILDFORD  GUILDFORD 

Telephone:  5750  Telephone:  61952 


C.  &  D.  O'OONOGRUE 

Member  of  The  British    tntique  Dealers'  Association  Lid. 

FINE   STOCK   OF   ENGLISH  CHINA 

B2  Victoria  Parade.  TORQUAY.  Devon 

Telephone 


Jacques  Rouault  Galleries 

(INCORPORATING    de    FRESNfcS    OF  AYRSHIRE) 

CESSNOCK  CASTLE 

G  A  L  S  T  O  N 


ANTIQUES  and  OBJETS  D  ART 
INTERIOR  DECORATION 
FINE  FABRICS 
SEVENTEENTH  CENTURY 
OAK  FURNITURF 

EXPORTERS 

Trade  enquiries  invited 


AYR  S  HI R  E 


Galston  314 


CONNOISSEUR  REGISTER 

WANTED:  Russian  Enamel  Pieces.  Write  A.  E.  Turcone,  298  Broadway. 

Providence,  R.  I.,  U.S.A. 

Louis  XV  oak  panelled  room  15  X  18  X  10.  Louis  XVI  oak  panelled 
room  20  X  25  X  10.  These  two  fine  period  rooms  including  modern 
portions  and  restorations,  are  in  first  class  condition  and  include  their 
respective  fireplaces — J.  P.  Saletes,  1440  Towers,  Montreal,  Canada. 

Wallace  Heaton's  colour  photographs  do  justice  to  the  finest  pieces. 
Commercial  Department,  127  New  Bond  Street,  London,  W.l. 

WANTED  Webb  Cameo  Glass.  Write  Lawrence  Kalom,  Zion, 
Illinois,  U.S.A. 

PRINTING  and  Designing  by  Master  Craftsmen  at  no  extra  cost  for 
those  who  appreciate  good  work.  For  anything  from  business  cards  to 
catalogues  consult  THE  BLADO  PRESS,  171  Strand,  London,  W.C.2. 
Temple  Bar  2545. 

BANKRUPT  SALE.  Gin  29/9d.,  Whiskey  33 /9d.  Amontillado  12/- 
etc.  Full  list.  Box  No.  7174. 

WANTED:  Antique  Watches.  All  types.  Need  not  be  in  running  condi- 
tion. Write  Box  No.  7169. 

Choice  Books  on  Fine  Arts,  Paintings,  etc.  Coloured  Plates,  at 
Reduced  Prices.  List.  Lewis  Wolff — Books — 58  Leighcliff  Road,  Leigh- 
on-Sea,  Essex,  England. 

DUNNINGS  ANTIQUES,  M.B.A.D.A.,  Specialists  in  purchasing  and 
selling  Ships'  Figureheads;  Hour  glasses;  Sundials;  Globes;  Pistols; 
Lanterns;  dated  Metalwork;  unusual  Carvings.  Holywell  Hill,  St.  Albans 
51065. 

FOR  SALE:  The  Burlington  Magazine  in  good  condition,  unbound, 
1903/1906  inclusive  (except  Jan.,  Feb.,  Oct.  1903).  What  offers?  M. 
Rubeck  (Mr.),  Ormside,  Redhill,  Surrey.  Tel.  Redhill461 1. 

WANTED:  Suits  armour,  guns,  swords,  cannon,  weapons  of  any  type, 
oak-panelling.  J.  MULRANEY,  293  Sunrise  Highway,  Lynbrook,  New 
York. 

BEARNES'  SALEROOMS,  Warren  Road,  Torquay  (telephone  22309) 
attract  principal  Buyers  from  London,  etc.  We  are  pleased  to  advise 
West  country  owners  re  sale  of  Antiques,  Pictures,  Silver,  etc.  (Estate 
Agency  Depts:  Torquay  22126,  Paignton  58296.) 

FOR  SALE:  First  choice  African  wood— ivory— gold.  P.O.B.  370 
Antwerp  (Belgium). 

Haddonfield,  New  Jersey:  SANSKI  GALLERY,  50  Tanner  Village. 
Fine  early  American  and  European  paintings,  drawings  and  sculpture 
bought,  sold,  restored. 

Register  advertisements  are  $2-00 for  15  words  (minimum) ,  and  thereafter  10  cents 
per  word,  which  must  be  prepaid  and  mailed  to  THE  CONNOISSEUR,  21 
East  57th  STREET,  NEW  YORK  22,  N.Y.  Addresses  or  Box  Numbers 
must  be  inserted,  and  replies  to  the  latter  should  be  clearly  marked  with  the 
Box  Number.  The  Proprietors  of  The  Connoisseur  accept  no  responsibility  for  any 
sales  effected. 
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A  superb  English  18th  Century  earved  Pinewood 
Chimneypiece  of  the  Chippendale  Period 


LENGTH  OF  SHELF  6'  3" 

TOTAL  HEIGHT  4'  8f 

OPENING  WIDTH  4'  6" 

OPENING  HEIGHT  3'  I  I  ' 


GANDER  &  WHITE  LTD 

25  CHEYAL  PLACE,  BROMPTON  ROAD 
LONDON,  S.W.7 

Telephone:  KNIghtsbridge  0646/8 


Antiques,  Furniture 

and  Works  of  Art 

PACKED  & 

SHIPPED 

to  all  parts  of  the  World 

OVERSEAS  HOUSEHOLD  REMOVALS 

PACKING  WAREHOUSE.  ADDRESS 

EMPRESS  PLACE 
LILLIE  ROAD,  LONDON,  S.W.6 

Telephone:  FULham  0309 


A  very  fine  mahogany  cylinder  fall  Bureau 
Bookcase  with  satinwood  crossbanding  by 
Gillow  of  Lancaster,  dating  from  about 
1800.  This  piece  is  of  the  highest  quality 
throughout  and  stands  only  6  ft.  2  in.  high 
and  3  ft.  1  in.  wide. 


DENYS  WREY  Ltd. 

Members  of  The  British  Antique  Dealers  Association 

45  SLOANE  STREET,  LONDON  S.W.I 

Telephone:  BELgravia  1813/4 

Period  Furniture     Works  of  Art 
Expert  Restoration  of  Antiques 

WE  ARE  ALWAYS  ANXIOUS  TO  BUY  FINE  ENGLISH  ANTIQUE  FURNITURE 
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O'HANA  GALLERY 

13  CARLOS  PLACE,  GROSVENOR  SQUARE,  W.l 

Grosvenor  1 562 


PAINTINGS  AND  SCULPTURE  OF  THE 
19th  &  20th  CENTURIES 


!  Ill 


DE  FRANCE 


Annual  Review  of  art,  ancient  and  modern 

The  first  number  to  be  published  at  the  end  of  i960  will  contain 
unpublished  articles  by  46  writers,  poets,  philosophers,  historians  of  art  and 
museum  experts,  both  French  and  foreign. 

This  will  be  a  de-luxe  album  of  436  pages  9I  X  13  inches,  printed  on  Special  Paper. 

The  illustrations  include  about  500  reproductions  printed  in  black  and  white  and  50 
plates  in  four  colours. 

Typography:  Baskerville  anil  Meridian.  Semi-rigid  rovers  in  four  colours.  Pl'lCC    60  NF 


DELOMOSNE  &  SON  Limited 


(Members  of  The  British  Antique  Dealers'  Association  Ltd.) 


#lb  €ngU$!)  anfc 

OLD  ENGLISH 

AND 
CONTINENTAL 
CHINA 

FURNITURE 

NEEDLEWORK 


A  rare  pair  of  Georgian 
Decanters  decorated  with  gilt 
bands  and  enamelled  with 
classical  figures  in  colours, 
c.  1810. 

A  French  oblong  cut  glass 
Casket  with  chased  ormolu 
mounts,  c.  1810. 

A  miniature  glass  Barrel  with 
ormolu  mounts,  on  oblong 
black  marble  base,  c.  1820. 


4  CAMPDEN  HILL  ROAD,  KENSINGTON,  W.8 


Telephone:  WEStern  1804 


(Two  minutes  from  High  St.  Station) 


Cablegrams:  DELOMOSNE,  LONDON 


^1  Of  FHE  WRID  seri 


es 


Now  getting  under  way,  this  series  of  regional  art  histories 
reaches  its  fourth  volume.  In  each  book  the  progress  of  the 
visual  arts  is  traced  in  relation  to  the  historical,  sociological 
and  religious  history  of  the  region.  The  authors  are  art  his- 
torians of  the  highest  academic  standing;  and  the  full  colour 
plates,  over  sixty  in  each  volume,  have  been  prepared  with 
great  care.  42s  each 

India  herman  goetz 

Indonesia  f.a.wagner 
China  werner  speiser 

Africa  elsy  leuzinger 


Pimmm  red 


JOHN  BERGER  is  perhaps  the  most  influential  English 
art  critic  today.  In  his  lively,  deeply  considered  book  he 
surveys  the  problems  that  face  the  modern  artist  and 
considers  how  they  have  been  met:  'a  major  event  in  art 
criticism'—  New  Statesman  16s 


mm 


POMPEII 

and  HERCULANEUM 

The  Glory  and  the  Grief 

Text  by  MARCEL  BRION 

Roman  Art  reached  its  full  flower  in  these  tragic  cities. 
Masterpieces  of  painting,  mosaics,  sculpture,  architecture, 
glassware,  jewellery  and  metalwork  appear  in  their  full 
beauty  on  co  colour  photographs  and  82  monochrome 
plates  by  Edwin  Smith. 

'This  is  a  superb  book.  Mr.  Smith's  photographs  .  .  .  are 
magnificent  specimens  .  .  .  and  M.  Brion's  text  is  worthy 
ol  the  gorgeous  pictures  .  .  .  The  volume  is  one  of  the  best 
of  its  kind  that  I  have  seen  .  .  .  prof.  w.  lyon  blease  in 
the  Liverpool  Daily  Post. 

II   X  8|  JUST  PUBLISHED  3  gnS. 

Masterpieces 
of  the  Japanese  Colour  Woodcut 

Willy  Boiler 

This  volume  describes  almost  200  masterpieces,  spanning 
the  three  and  a  halt  centuries  from  the  early  1  7th  to  the 
mid-2oth  century.  All  the  reproductions  are  taken  from  the 
originals  in  the  author's  collection.  Thus  the  total  effect  is 
of  an  overpowering  harmony  derived  from  the  impact  of 
an  altogether  individual  taste  and  selection.  14J  X  11 

16  colour  plates  and  8  8  monochrome  illustrations.    8  gns. 

ELEK  BOOKS 
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IAN  MacNICOL 


48  West  George  Street,  GLASGOW,  C.2 

Telephone:  Douglas  0039 


A  Sunset  on  the  Seine  HARPIGNIES  Oil,  10A  X  12  inches 


Collection  of  late  Sir  Thomas  Jaffrey 


Telephone : 
GROsvenor£3l30 


CECIL  DAVIS 


LTD. 


Member  of  The  British  Antique  Dealers'  Association  Ltd. 

EARLY  ENGLISH  AND  IRISH  GLASS 

Porcelain  and  Pottery 


Cables: 

'CRYSTALDAV  LONDON' 
(W.  Union) 


Set  of  four  Georgian  quart  sized  decanters  of  brilliant  quality,  decorated  with  bands  of  diamond 
cutting,  with  step  cutting  above  and  below,  single  collars,  diamond  cut  ball  stoppers.  Circa  181.S. 


3  GROSVENOR  STREET 


NEW  BOND  STREET 


LONDON  W.1 


New  selective  Price  List  now  available,  price  6d.  post  free 


KAY  DICK'S 

delightful 
history  of 

Pierrot 


This  is  the  story  of  a  quest,  a 
quest  that  started  when  Kay  Dick 
first  saw  the  haunting  picture  of 
Pierrot  that  now  hangs  in  the 
house  where  she  lives.  Who  was 
Pierrot  exactly?  Is  there  a  reality 
behind  the  legend?  What  did  and 
does  he  symbolize?  Miss  Dick 
follows  Pierrot  and  his  compan- 
ions in  changing  circumstances 
throughout  the  centuries  to  show 
how  the  interpretations  of  the  role 
of  Pierrot  in  particular,  as  a  rom- 
antic, tragic  and  revolutionary 
character,  all  contributed  to  the 
creation  of  a  single  portrait. 

Collectors  in  particular  will 
delight  in  this  original  work. 

\r\iAci^Uy%^  30s. 
Fully  illustrated  in  colour  and   black  and  white 


Pageantry  of  Tropical  Birds 

J.  Th.  Descourtilz 

'This  book  is  so  rare  that  I  began  doubting  its  existence' 
writes  rubens  borba  de  moraes,  director  of  the  United 
Nations  Library  in  New  York  and  well-known  biblio- 
grapher. In  fact,  the  copy  he  describes  is  the  only  copy 
known.  Those  who  have  seen  it  are  all  agreed  that  this 
work,  consisting  of  60  hand-coloured  lithographs  by 
j.  th.  descourtilz,  surpasses  by  far  his  well-known  volume 
Ornithologie  Rresiliennc,  which  fetches  high  prices. 

The  special  interest  of  this  volume  lies  in  the  fact  that  each 
plate  shows  only  one  kind  of  bird,  depicted  in  its  natural 
surroundings  of  beautiful  flowers,  fruit,  butterflies,  etc. 

It  has  been  possible  to  publish  a  facsimile  reproduction  ot 
this  book.  dr.  joao  moojen  de  oliveira,  ornithologist  at 
the  Museu  Nacional  in  Rio  de  Janeiro,  has  written  a  com- 
mentary on  the  plates,  3  2  of  which  are  reproduced  in  full 
colour.  The  other  28  are  reproduced  in  black  and  white  by 
means  of  photolithography.  The  utmost  care  has  been  taken 
t>)  achieve  a  Haw  less  reproduction. 

Imperial  ±to  (17  >    12  in.),  cloth  bound,  with  32  pages  ot 
text,  32  full-colour  reproductions,  28  in  black  and  white. 
The  pre-publication  price,  valid  until  December  31st  1960, 
is  1 1  1  1  os.  od. 

Zvvcmmer 

78  Charing  Cross  Road,  London,  W.C.2 
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LVI1I 


BERENDT  ANTIQUES  LIMITED 


Member  of  The  British  Antique  Dealers  Association 

67  DUKE  STREET,  GROSVENOR  SQUARE 

LONDON,  W.i 


Telephone:  Mayfair  0929 


Telegrams:  Firoart,  Phone,  London 


A  Louis  XV  Salon  comprising  two  Armchairs  and  four  Chairs. 


FINE  FRENCH  AND  CONTINENTAL  XVIII  CENTURY  FURNITURE 


Tfo  elegance  of  the  design  and  the  manner  and 
motifs  of  the  carving  are  typical  of  the  work  of 
J.  TILLIARD  -  one  of  the  greatest  of  French 
18th  Century  chair  makers. 


L*"  TMBfTTi  iniMiii  l      -  Zt/f   .  " 


Interesting  late  17th  Century  oak  china  cabinet  of 

fine  colour  and  condition.  Rare  small  size. 
Height  6  ft.  6  in.,  depth  1  ft.  3  in.,  length  4  ft.  4  in. 


H.  W.KEIL 

—  LTD 

Members  of  The  British  Antique  Dealers'  Association  Ltd 

TUDOR  HOUSE 
BROADWAY,  WORCS. 

Telephone:  Broadway  2108 
Dealers  in  Fine  Old  English  17th  &  18th  century  Furniture 
ALSO 

CHELTENHAM  &  MIDHURST 

Telephone  2509         W.SUSSEX         Tel:  133 
Our  extensive  stock  would  make  a  visit  interesting 


CHARLES  WOOLLETT  &  SON 

Established  1889  (Members  of  The  B.A.D.A.  Ltd.)  Tel:  Welbeck  S0G4 


Charming  Antique  Portrait  in  Oils  of  a  Lady,  half  length.  H  earing  pink  dress,  white  lace 
collar  and  cap  and  black  lace  wrap.  Size  28§  by  23 J.  By  FRANCIS  COTES,  R.A. 

59/61  WIGMORE  STREET,  LONDON,  W.I 


BLAISE  PRESTON  LTD. 

Old  Muster  Painting* 


DAVID  DE  HEEM 
c.  1630 
Panel 

I7|  x  23f  inches 


152  HIGH  STREET  NORTH.  DUNSTABLE,  BEDS. 

(Ml  or  AS  -  London  32  miles  Tel:  Dunstable  S9S 
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MEMBERS  OF  THE   BRITISH  ANTIQUE   DEALERS'  ASSOCIATION  LTD 


Set  of  Six  Antique  Silver  Meat  Dishes  with  Old  Sheffield 
Plate  Covers,  with  heavy  Silver  Mounts  and  Handles 

One  pair  16  inches  overall 
One  pair  18  inches  overall 
One  pair  20  inches  overall 
(Would  sell  in  pairs) 

Date:  London  Hallmark  1820.  Maker:  Edward  Farrell 

Formerly  in  the  Collection  of  the  Right  Honourable  The  Lord  Hustings 


COLLECTIONS  OR  SINGLE  PIECES 
PURCHASED 


TRADE  ENQUIRIES 
INVITED 


A  BOOK  ON  HALLMARKS 
Paper  covered  7s.  3d.  post  free 
Leather  covered  1  5s.  6d.  post  free 


HOLMES  LTD.,  29  OLD  BOND  STREET,  LONDON,  W.I 


{Our  Only  Address) 


Telephone:  HYDE  PARK  1396 


LXI 


A  trout  stream  in  Cumberland 


PATRICK  NASMYTH,  1829  (Fully  signed  and  dated) 

Collections:  R.  C.  Tennant,  M.P. 

Lt.-Col.  Bernard  Cruddas,  D.S.O.,  D.L. 

Exhibited:    National  Exhibition,  Leeds  1868;  Inverness  Art  Exhibition 


Canvas  10  x  14  inches  (25  x  35  cms.) 
Framed  14  X  18  inches  (35  x  45  cms. 


M.  NE} 


Established  1870 


43a  Duke  Street,  St.  J  a  me 


Telephone:  Whitehall  6068/ 9 


The  Reader        V.J,  CHAVET,  1860  (Signed  and  dated) 

Panel  8  x  5£  inches  (20  x  14  cms.) 
Framed  1 1  X  8£  inches  (28  X  22  cms.) 

Exhibited:  Guildhall  Loan  Exhibition,  1898 


Kittens 

Canvas  15x18  inches (38  X  46 


F.  W.  WATTS 


Panel  9$  x  13  inches  (24  x  33  cms.) 
Framed  13|  >    17  inches  (34  X  43  cms.) 


The  Drawing  Lesson  V.J.  CHAVET  (Signed) 

Panel  9  •  6£  inches  (23  ■   17  cms.) 
Framed  1H       9  inches  (29   •   23  cms.) 

Collections:    The  Countess  of  Northbrook,  C.B.K.,  1940 
R.  W.  Lloyd,  1959 


THE  HALLSBOROUGH  GALLERY 


IMPORTANT 


OLD  MASTERS 


XIX  and  XX  CENTURY  FRENCH  PAINTINGS 


20    PICCADILLY  i 

\RCADE, 

LONDON,  S.W.I 

Telep] 

lone:  GROsvenor 

1923 

Cables:  Pictorio  London 

G.  N.  DAWNAY 

(Fine  Arts) 

Specialist  in  the 
Finest  and  Rarest  in 
English  and  Welsh  Ceramics 

108  Penylan  Road,  CARDIFF  Private  residence 

Telephone:  Cardiff  36888  By  appointment 


In  the  front  line  of  contemporary  art 
ARTISTS  OF  FAME  AND  PROMISE 

PAINTINGS  AND  SCULPTURES 

A.  POMODORO        G.  POMODORO 

BELGIUM  BRANCH:       T.  72  09  79  GALERIE  INTERNATIONALE  D'ART  CONTEMPORAIN 

44,  Bd.  de  Waterloo  —  BRUXELLES  253,  rue  Saint-Honore  —  PARIS  I   —  Telephone  Opera  32-29 


MATHIEU 

GUIETTE    DEGOTTEX  COMPARD 
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Presenting 

Antique  Irish  Silver 


A  very  fine  Antique  Irish  Silver  Epergne,  delicately  pierced  in  the  style  of  George  II  period  and 

made  by  the  celebrated  Silversmith  John  Moore,  Dublin  circa  1740. 
Resting  on  four  wrought  feet,  the  deep  elaborate  border  of  the  base  is  pierced  and  supports  the 
four  slender  branches  on  which  the  Sweetmeat  Dishes  rest.  The  large  Fruit  Basket  is  oval  and 
branches  upwards  at  each  end  with  an  incurved  volute  to  terminate  in  the  interesting 

Chinoiserie  heads. 
Height  14  inches.    Width  28  inches.    Weight  1 66  ounces 


from  the  Collection  of 


LOUIS  WINE  lid 

Fine  Art  Dealers,  Jewellers  and  Silversmiths 

31  &  32  GRAFTON  STREET,  DUBLIN 


Established  1840 


Tel:  Dublin  73865 


THE  FINE  S  I 
COLLECTION 
OI:  AN'IIQCI 
PEWTER 
IN  THE 
COUNTRY 


Zl)t  ©lb  ^tMtx  ^>ljop 


(CHARLES  CASIMIR) 


Manlier  of  The  liritisli  Antique  Dealers'  Association  Ltd. 


EARLY  OAK 
rURNITURE, 
ANTIQUE  BRASS 
CHANDELIERS 
AND  FENDERS 
ALWAYS  IN 
STOCK 


ANTIQUE  PEWTER  WANTED 

142  BROMPTON  ROAD,  LONDON,  S.W.3    Tel:  Kensington  7370 


HICKLENTON  &  PHILLIPS 
90  CHEAPSIDE,  London.  E.C.2 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 


K  ES  TOR  ATION  AND 

CONSERVATION  OF 

THE  ANTIQUE 

Restorers  to  the  Leading  Museums 

BRONZES  •  CERAMICS  ■  t  NAM  ELS 

noKUS  ■   ]AI)ES  •  MARBLES 

Br  ■•  J';    -  ii™ 

TORTOISESI1ELL  •  MOTHER-OF-PEARL 

SNLIFES  •  ORMOLU   ■  HUHL 

OBJETS  D'ART  •  FURNITURE  •  ETC. 

G.  GARBH 

FOUNDED   1  770 

El-  ^1  1 

2  j  CHARLOTTE  STREET 

LONDON,  W.  1 

Telephone:  museum  i  2(->K 

HENRY  SPENCER 

&  SONS 

ESTABLISHED  1840 

Eric  C.  Spencer,  M.B.E.,  M.A.  (Cantab),  F.R.I.C.S.,  F.A.I. 
Rupert  W.  Spencer,  M.A.  (Cantab),  F.A.I. 
H.  Michael  Spencer,  F.R.I.C.S.,  F.A.I. 
I  .  M.  Seymour.     VV.  E.  Feck,  F.A.I.     Harry  C.  P.  Spencer,  A.A.I. 

of  RETFORD,  Nottinghamshire 

Sales  by  Auction 
of  the  Contents  of  Mansions  and  Country  Houses 

Sales  of  Landed  Estates  and  Properties 

20  The  Square,  RETFORD,  Notts. 

Telephone :  531-2 

4  Paradise  Street,  SHEFFIELD  i 

Telephone:  25206  (2  lines) 

9i  Bridge  Street,  WORKSOP,  Notts. 

Telephone:  3547-8 


VALUATIONS  FOR  ALL  PURPOSES 


Regardless  of  size  or  complexity 
you  can  rely  on  P  &  S  to  pack  and 
forward  to  all  parts  of  the  world, 
promptly,  safely  and  economically. 

Pitt  &  Scott 

I  imited 

1  /3  St.  Paul's  Churchyard,  London 
E.C.4 

Telephone:  City  6474 

Household  removals  to  all  parts  of 
the  world.  Storage  facilities  at 
London,    Liverpool,    Glasgow  and 
Paris. 
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MEMIitR  OF  THE  B.A.D.A.  (PRINCIPALS:  F.  I  .  &  P.  R.  OLIVER)                   ESTABLISHED  I85I 

§s>L  Catherine'*  ?#ou£tt  |3ort£moutI)  &oab,  (SuilMorb,  :S>urrep 

LEPHONE  NO.  S427.t\JwHEN   CLOSED    5992  TELEGRAMS  &  CABLES  'OLIVER,  GUILDFORD' 

6254.! 


An  extremely  rare  PAIR  of  18th  century  satinwood  .uid  rosewood  Small  Commodes,  of  out- 
standing quality.  Size  32}  inches  high,  33  inches  wide,  i8£  inches  deep. 

Important  Mower  Painting,  attributed  to  J.  BOGDANI,  (born  Hungary,  died  London  1724) 
who  'Established  himself  as  a  painter  of  quality  during  the  reign  of  Queen  Aiuie'.  Canvas  size 
si  I  •  43  inches.  Examples  of  Bogdani's  work  are  in  Hampton  Court  and  Budapesth  Museum. 
From  the  Lloyd-Thomas  Collection.  Price  /J50. 


70    SOUTH    AUDLEY    STREET,    LONDON,  W.I 

(Member  of  The  British  Antique  Dealers'  Association  Ltd.)  Telephone:  HYDe  Park  5288 

(and  at  36  HIGH  STREET,  OXFORD)         Telephone:  Oxford  4197 


FINE  TAPESTRIES, 
SAVONNERIE  and 
AUBUSSON  CARPETS, 
NEEDLEWORK  and  BROCADES 

ENGLISH  and  FRENCH 
FURNITURE 


Section  oj  an  important  and  rare 
Bessarabiati  carpet.  The  field  of 
apple  green  colour  and  the  shell- 
like motifs  in  black.  The  floral 
and  foliage  design  in  red,  mauve, 
brown  and  ivory.  18th  Century. 
Size  17  ft.  7  in.  >  14  ft.  4  in. 


Paul  KLEE    Y  vereinzelt 

until  dec.  22,  I960 


brook  street  gallery 

24  brook  street  wl 
tel:  hyde  park  1550 
Daily  10.30-6,  Sat.  1 0-1 


exhibition 
klee 
picasso 
drawings 
waterco  lours 


'<   Antique  Silver 

HARRY 

j  Sheffield  Plate 

CHERNACK 

;   Antique  Jewellery 

of  Edinburgh 

85  ROSE  STREET     PHONE  CAL  3038 

i            Member  of  The  British  Antique  Dealers  Association 

*  ! 

THE   WORLD'S   GREATEST  BOOKSHOP 


*    *-   t=  O  R_      BOOKS  *  * 


4 There's  an  atmosphere  about  your  bookshop  which  I 
find  completely  fascinating.  Foyles  is  a  friendly  place 
and  the  staff  are  so  helpful.  Above  all,  it  is  such  a 
bookish  bookshop.' — A  Customer's  Letter. 

119-125  CHARING  CROSS  ROAD,  LONDON  WC2 

GERrard  5660  (20  lines)    +    Open  9-6  (Thursdays  9-7) 
Nearest  Station:  Tottenham  Court  Road 


THE  CONNOISSEUR,  January.  196 1 


I  W  ill 


ESTABLISHED  1866 

Open  all  day  on  Saturdays 


0 


if  MAIDENHEAD 


pirrait  marble  bust  by  Roubialiac.  Height  2  ft.  2  in. 


i  >endale  carved  wood  and  gilded  console  table 
it  shaped  black  and  gold  marble  top.  Circa  1750. 
aLt  2  ft.  9  in.,  maximum  depth  2  ft.,  width  4  ft. 


George  II  Cartel  clock,  the  dial  having  lunar 
time  and  date  indicators,  by  John  Neale  of 
Leadenhall  Street.  Height  2  ft. 


Pair  of  Wedgwood  covered  urns. 
Height  1  ft.  6  in. 


(Left)  1 8th  Century  secretaire  in  satinwood  with  oval 
mahogany  panels.  Height  4  ft.,  depth  1  ft.  3^  in., 
width  2  ft.  8.1  in. 


(Right)  George  II  mahogany  writing  table  with  red 
leather  top,  raised  on  cabriole  legs  with  carved  knees, 
claw  and  ball  feet.  Height  2  ft.  4  in.,  depth  2  ft.  9  in., 
width  4  ft.  6  in. 


Late  17th  Century  oil  painting,  Portrait  <>/  a  Man 
by  Gerard  Soest,  in  contemporary  carved  frame. 
.!  ft.  1  111.    ■   2  ft.  <>  in.  (including  frame). 


William  and  Mary  olivewood  side  table.  Height 
2  ft.  5  in.,  depth  2  ft.  1  111.,  width  3  ft.  1  in. 


26,  28,  30  &  32  HIGH  STREET,  MAIDENHEAD,  BERKSHIRE       ///  p  lines)  223.  %3-%4 


LONDON 

43  Museum  Street 
W.C.1 
HOLborn  2712 


S.  J.  SHRUBSOLE 

LTD. 

New  >  urk   Vntique  &  Art  Dealers'   \  i 


1 


NEW  YORK 

104  East  57th  Street 
New  York  City 
Plaza  3-8920' 


ANTIQUE  SILVER 


An  excellent  George  II  Bullet 
Tea  Pot.  London  1733 
by  Richard  Beale 
Height  Ah  inches 


Our  varied  stock  is 
always    of  interest 
to  the  discriminating 
buyer 


London  Showroom  one  minute 
from  the  British  Museum 


Mahogany 
Serpentine 
Fronted 
Sideboard 

LENGTH  56" 
DEPTH  2'6" 


i  I 


BP** 


Valuations  for  Insurance  and  Probate 

MAPLE  &  CO.  LTD. 

TOTTENHAM  COURT  ROAD,  LONDON  W.l.    TEL:  EUS.  7000 

  '  "  '  '  '   J 
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Portrait  oj  HORTBNSE  VALPINCON 
by 

Did  AS 

Canvas  2\h      18^  inches.  Signed 
[see  'The  Connoisseur's  Diary'  tlii<  issue) 


THE  PULITZER  GALLERY 


<,   KENSINGTON   HIGH   STREET,   IONDON,  W.8,  ENGLAND 

Til  EPHONE:  WESTERN  2647  c  ABI  IS  :  I'll  I  ITZA  KT,  I  ON  DON 


A  Pair  of  Sheraton  Sofa  tables  in  light  colour  mahogany.  This  pair, 
when  placed  together,  make  a  dining-table  of  eleven  feet. 
Each  one  is  5  ft.  6  in.  long  with  flaps  up,  and  2  ft.  4^  in.  deep. 


SPECIALISTS  IN  FINE  BOOKCASES 


R.  F.  LOCK 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 

152  BROMPTON  ROAD,  LONDON,  S.W.3 

Telephone:  Kensington  3221 
FOURTEEN  BREAKFRONT  BOOKCASES  IN  STOCK 
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BY  APPOINTMENT  TO 
HER  MAJESTY  THE  QUEEN 
GOLDSMITHS  &  CROWN  JEWELLERS, 
GARRARD  &  CO.  LTD.,  LONDON 


Pair  of  Candlesticks, 

height  8h  inches,  engraved 
monogram. 

date  :  William  and  Mary  1694 


Tankard  and  Cover, 

height  6|  inches. 

date:  William  and  Mary  1690 

MAKER  :  I.S.  (Jackson 

2nd  edition  pa<n-  1  42  ) 


Garrard  &  Co.  maintain  one  ol  the  most  interesting  collections  of  antique 
silver,  jewellery,  and  clocks  in  London.  The  connoisseur  will  find  much  to 
interest  him  at  "  1  12". 

GARRARD  &  CO.  LTD. 

Crown  Jewellers 

112   REGENT  STREET   •   LONDON   •  W.I   •  TELEPHONE:    REGENT  3021    (11  lines) 
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BERT  CROWTHER 

(SYON  LODGE)  LTD 

cUAeto-     SYON  LODGE 


PANELLED  ROOMS   ♦   MANTELPIECES   ♦  WROUGHT  IRONWORK    4-  GARDEN  ORNAMENTS    ♦  FURNITURE 


i 


I  am  always  pleased  to  hear  of  fine  antiques  for  disposal. 


TEL:  ISLEWORTH  7978/9. 


APPLEBY  BROTHERS 


10  RYDER  STREET     ST.  JAMES'S     LONDON  S.W.I 

Telephones    WHItchall  2209.  TEMple  Bar  2509 


THE  SEE-SAW 
by 

FRANCIS  HAYMAN  R.A. 
1708-1776 

Canvas  54     95  inches  (137      241  cm  ) 


This  painting  was  the  decoration  in  the  second  of  the  Supper  Boxes  which  completed  the  south  side 
of  the  quadrangle  at  Vauxhall  Gardens — 

'  .  .  .  The  Grove  is  bounded  by  gravel  walks,  and  a  considerable  number  of  pavilions  or  alcoves, 
ornamented  with  paintings  from  the  designs  of  Mr.  Hayman  and  Mr  Hogarth,  on  subjects  admirably 
adapted  to  the  place  .  .  .  '  (The  Ambulator.  1774,  p.  181). 

The  play  of  see-saw  was  engraved  by  L  Truchy  after  F.  Hayman;  and  this  painting  is  from  a  Private 
Collection,  bought  at  the  Lowther  sale  in  1947.  (See  Lawrence  Gowing's  article  'Hogarth,  Hayman  and 
the  Vauxhall  Decorations'  in  The  Burlington  Magazine.  January  1953;  illustration  No.  20) 


LXXV 


■ 


Jacques  Villon  - 

Jeanne  Bloc, 

pencil  and  watercolour 


1897 


JACQUES 


Jacques  Villon  - 

A  Zouave,  watercolour 

about  1900 


VILLON 


Jacques  Villon  - 
Singer  with  Hat. 
Drawing  in  Indian  Ink, 
1900 


One  Hundred  drawings  and 

watercolour s  i8g4~igo4 


An  Edition-de-luxe  of  exact  reproductions  of  one  hun- 
dred drawings  and  watercolours  by  Jacques  Villon,  hitherto 
unpublished,  in  lively  and  harmonious  colourings. 


Each  plate  is  printed  in 
phototype,  stencilled  in  colour 
and  mounted  on  havana  board. 


Size  9^  X  12^  inches 
Illustrated  covers 


/50  MF 


if 


PIERRE  BERES    14  AVENUE  DE  FRIEDLAND  -  PARIS  VIII 


BY  APPOINTMENT 
TO  H.M.  QUEEN  ELIZABETH 
THE  QUEEN  MOTHER 
PINE  ART  DEALERS 


PARTNERS  : 

OSCAR  E.  JOHNSON 
H.  P.  J.  LECGATT 

A.  E.  FRANCIS 
P.  A.  B.  JOHNSON 


BY  APPOINTMENT 
TO  THE  LATE 
QUEEN  MARY 
PINE  ART  DEALERS 


View  of  Eton 
watercolour  drawing  by 

SIR  AUGUSTUS  CALLCOTT 

Drawing  size  2 }  X  36  inches 


LEGGATT  BROTHERS 

ESTABLISH  ED    1  820 

30  ST.  JAMES'S  STREET,  LONDON,  S.W.i 

Telephones:  Whitehall  5772  and  }2c2  Cables:  Leggabros,  Piccy,  London 
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Eruyhe  «//  cheval  aile       Paris  1956.  25|  ■   19$  inches 


Clown  anx  cerceaux  Paris  1956.  25$  X  20  inches 


l.rs  rydistts  Paris   1956  25^      19$  inches 


rosvenor  Gallery 

15  Davies  Street      London  W.1 

Tel.:  Mayfair  2782    Hyde  Park  3314       Cable  address:  Sevenartz  Londor 


Current  Exhibition: 

Marc  Chagall 

Lithographs  and 

hand-coloured 

etchings 

by  the  artist,  signed. 
1950-1960 


I  a  Branche  Paris  I956.   29$  <  1 9$  inches 


Paintings   Drawings  Sculpture 


by 


Braque 

Severini 

Picasso 

Sironi 

Gruber 

de  Chirico 

Kandinsky 

Ernst 

Feininger 

Cascella 

Klee 

Lehmbruck 

Boccioni 

Arp 

Giacometti 


Extremely  fine  and  rare  Polonaise'  Carpet.  I  2  ft.  4  in.  7  ft  I  in  Delicately 
embossed  in  silk  in  muted  tones  on  a  background  of  gold  and  silver  thread 


ranses 


(CARPETS)  LTD    •   71-73  KNIGHTSBRIDGE    •    LONDON    •  S.W.1 


T-lephon-    3f-L?.r.we  1888/'*  Telegrams    A  p  rDER  SA  N  K  fi.g'i^  [n.don 


2 

= 


NICHOLAS  PINEAU    -    THOMAS  LANGLEY         UNKNOWN  CARVER 

The  above  were  all  responsible  in  some  measure  for  the  production  of  this  exceptionally  fine 
George  II  period  console  table. 

The  original  design  was  the  work  of  the  Frenchman  Pineau,  and  in  1739  Langley  illustrated  it  in 
his  book  claiming  it  as  his  inspiration. 

The  eventual  maker  and  carver  of  this  table  used  artistic  licence  in  altering  the  design  somewhat 
and  has  produced  a  console  of  great  elegance  with  anglicized  detail. 

This  table  substantiates  the  claim  that  furniture  can  be  included  within  the  term  'work  of  art'. 
Length:  70A  inches.  Depth:  36  inches.  Height:  341  inches. 


RONALD  A.  LEE 


The  Old  Court  House,  The  Green,  Hampton  Court 

Telephone :  Molesey  1310  Cablegrams :  Wrenhouse,  Hampton  Court 

Member  ol  The  British  Antique  Dealers  Association 


This  beautiful  pair  of  chests 
was  made  in  England  about 
1810.  The  narrow  oblong  top 
is  inlaid  with  brass  bandings, 
enclosing  a  foliated  escutcheon 
flanked  by  pairs  of  flower-filled 
cornucopiae,  with  infloriated 
scrolls  of  song  birds.  The  4 
drawers  are  treated  similarly. 
Height  36",  length  49",  depth 
231/2" 

A  pair  of  Crown  Derby  Porce- 
lain Vases  and  covers,  circa 
1795.  One  single  vase  from  the 
same  mould,  but  with  different 
oval  medallion,  is  part  of  the 
permanent  collection  of  the 
Victoria  and  Albert  Museum 
in  London. 
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Smith  Watson 

20  EAST  55th  STREET,  NEW  YORK  22,  N.Y.     PLaza  3-1462 
Ellouise  Abbott,  508  Hathaway,  Houston  6,  Texas 
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Painted  Adam  bed  in  the  style  of  Angelica  Kauffman. 
Always  on  view  -  a  large  collection  of  beds  in  various  styles 
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Old  Masters 


Krieghoff  and  the  Early  Canadians 
Contemporary  Canadian 

British  and  French  Paintings 
Modern  Sculpture 


Galleries:  194  Bloor  St.  W.,  Toronto 
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A  Profusion  of  Beauty 

by 

IRANCOIS  JOSEPH  HUYGENS 

<t  I       2  ?  inches 


i$  EAST  r7th  STREET,  NEW  YORK, 
N.Y. 


DELIEB    ANTIQUES  LTD 

SPECIALISTS  IN  COLLECTORS"  SILVER 


A  Group  of  Fine  Old  English  Silver  A  Group  of  Fine  Old  Sheffield  Plate 

VV>  invite  Collectors  and  Dealers  to  send  for  our  Hi-monthly  bulletins  and  Illustrated  Catalogues 

STRONG      ROOM      29         •  LONDON      S  I  I,  V  E  R      V  A  1    L  T  S 

CHANCERY   LANE   SAFE    DEPOSIT    •    LONDON,    W.C.2    •    (HA  4947 
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DUVEEN 

Masterpieces  of 

PAINTING       SCULPTURE  PORCELAIN 
FURNITURE  TAPESTRIES 

GOTHIC       •       RENAISSANCE       •       EIGHTEENTH  CENTURY 

DUVEEN  BROTHERS  Inc. 

18  EAST  79  STREET 
NEW  YORK  21,  NX 


Castel  Durante,  ca.  1530,  similar  plate  Pair  Demta  lustre  vases,  ca.  1515,  ex  coll.  Gubbio  ruby  lustre  bowl,  ca.  1525,  ex  coll.  de  la 

of  series  Louvre  Museum,  Paris  Emile  Gaillard,  Paris,  1904,  No.  436-7  Broise,  repr.  Chompret  Majolique  Italienne,  fig.  762 


Deruta  lustre  plate,  ca.  1520,  cx  coll.  Pair  Deruta  vases,  ca.  1500,  with  arms  of  Vandi  family  of  Dcruta  plate,  ca.  1525,  ex  coll. 

Spitzer,  Paris,  1893,  fig.  1230  Verona,  another  of  series  repr.  Rackham,  Cat.,  1940,  fig.  397  de  Clemente 
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For  trie  Seller  of  Valuable  Art  Property  at  Public  Auction 

unsurpassed  facilities  •  skill  and  knowledge  perfected  through  long  years  of 
experience  •  a  world-wide  clientele  prepared  to  pay  top  market  prices  • 

•  negotiable  commission  rates  • 

and  for  trie  Buyer 

weekly  from  September  to  June 
public  sales  of  significant  art  property  from  distinguished  sources 

C'OKIiKSI'ONDENCE  INVITED  .  MONTHLY  BULLETIN  ON  REQUEST 
Catalogues  may  be  purchased  individually  or  by  subscription 

PARKE -BER.IVET  GALLERIES  •  Ine      i)HO  Madison  Avenue,  New  York 

Telephone:  TRafalgar  9-8300  •   Cable:  PARKGAL 


THE  BRITISH  ANTIQUE  DEALERS  ASSOCIATION 


THE  WORLD'S  BIGGEST  BUYERS 


Discerning  buyers  and  sellers  appreciate  the  many  advantages  of  dealing  with 
members.  A  booklet  price  5/-  post  Jree  ($1  in  the  U.S.A.),  giving  the  names 
and  addresses  of  over  five  hundred  established  dealers  in  antiques  and  works  of 
art  who  arc  members  of  the  Association  will  be  forwarded  on  application  to 

the  Secretary  at 

The  British  Antique  Dealers  Association 

No.  20  RUTLAND  GATE,  LONDON,  S.W.7 

Telephone:  Kensington  4128  and  2102 
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Telephone  :  Abbey  5894 


BY  APPOINTMENT 
TO  H  M.  THE  QUEEN 
MEDALLISTS 


SPINK  &  SON  LTD. 


EST.  1772 


BY  APPOINTMENT 
O  H.R.H.  THE  DUKE  OF  EDINBURG 
MEDALLISTS 


A  FINE  QUALITY  ANTIQUE  SILVER  12  INCH  SALVER 
Period  George  II,  London  date  1731 
Mak  er  John  Tuite 


5,  6,  7  King  Street,  St.  James's,  London,  S.W.I 

Cables:  SPINK,  LONDON  Telephone:  WHITEHALL  5275  (5  lines) 
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This  octagonal  porringer  and  cover,  with  chinoiserie  decoration,  was  made  in  Dublin  in  1685  by  John 
Cuthbert.  It  is  engraved  with  the  arms  of  Freke,  and  probably  belonged  to  Percy  Freke,  of  Rathbarry 
Castle,  County  Cork.  Acquired  by  the  Museum  and  Art  Gallery,  Belfast,  from  Messrs.  Walter  H. 
Willson  Ltd.,  of  King  Street,  St.  James's,  London,  it  is  something  of  a  foretaste  for  the  fine  silver  and 
other  important  works  of  art  of  the  period  1660- 1685  which  can  now  be  seen  in  the  Winter  Exhibition 
at  the  Royal  Academy  of  Arts.  Four  articles  on  this  exhibition  will  be  published  in  the  next  issue. 


Each  month  '  The  Connoisseur'  illustrates  an  important  work  oj  art  which  a  liritisli  antique 
dealer  litis  sold  or  loaned  to  .1  museum  or  puhlit  institution  either  at  home  or  abroad. 


(Left).  A  corner  of  the  Library,  which  is  almost  entirely  hung 
with  Venetian  settecento  works.  To  the  right  ot  the  window 
hangs  The  Letter  by  Pietro  Longhi,  and  drawings  ol \  Pimclii- 
nclli  by  Domenico  Tiepolo.  Above  the  bookcase  is  a  Venetian 
painting  ot  St.  Augustine. 

(Below).  The  Dining  Room.  The  bronzes  on  the  French 
marble  chimneypiece  are  mostly  Italian  seventeenth  century 
and  The  Architectural  Fantasy  above,  in  a  Louis  XV  frame,  is 
by  Pannini.  The  Boulle  cabinets  contain  maiolica  (see  The 
Connoisseur,  December  1958). 


Fourteen  Wyndham  Place 


Hugh  Honour 


WITH  the  disappearance  of  so  many  London  houses  and  the  removal  of 
their  contents  either  to  their  owners'  country  properties  (or  to  the  auction 
rooms)  there  can  be  fern  London  collections  left  which  are  mentioned 
both  in  the  Farington  Diary  and  in  Dr.  Waageris  Treasures  of  Art 
in  Great  Britain.  It  may,  therefore,  be  of  some  interest  to  record  that 
the  important  Brinsley  Ford  Collection  here  described  has  been  almost 
continuously  in  London  jor  the  last  one  hundred  and  seventy  years, 
although  it  has  altered  considerably  in  character  during  that  time  and  has 
been  housed  at  a  number  of  different  addresses. — Editor. 

SOON  after  entering  No.  14  Wyndham  Place,  the  visitor  is 
confronted  with  a  fine  portrait  of  an  elderly  gentleman  read- 
ing. This  has  always  been  considered  to  be  by  Sir  Joshua  Rey- 
nolds; but  some  now  attribute  it  to  Opie.  It  represents  Benjamin 
Booth,  an  ancestor  of  the  present  owner  and  a  well-known 
collector  in  the  late  eighteenth  century,  many  of  whose  pictures, 
including  his  famous  group  of  drawings  and  paintings  by 
Richard  Wilson,  now  hang  in  the  Drawing  Room.  Benjamin 
Booth's  daughter,  who  married  Sir  Richard  Ford,  inherited  this 
collection  and  in  due  course  it  descended  to  her  son,  Richard 
Ford.  He  became  a  notable  Hispanophile,  rented  an  apartment  in 
the  Alhambra,  rode  over  much  of  Spain,  and  wrote  a  Handbook 
to  the  country,  which  has  become  a  classic.  One  of  the  first 


Englishmen  to  appreciate  Spanish  seventeenth-century  paintings, 
Richard  Ford  acquired  some  choice  examples — he  once  owned 
some  thirty  Spanish  paintings — during  his  travels  and  these  he 
supplemented  with  Italian  Renaissance  bronzes  and  some 
important  pieces  of  maiolica  (see  The  Connoisseur,  December, 
1958).  Dr.  Waagen,  who  was  no  less  discriminating  a  connoisseur 
of  cooking  than  painting,  referred  to  him  in  1854  as  'the  gifted 
and  learned  author  of  the  incomparable  "Handbook  of  Spain"  in 
whose  hospitable  house  both  mind  and  body  are  entertained  with 
food  of  the  most  original  and  savoury  description'. 

Mr.  Brinsley  Ford  is  the  great  grandson  of  Richard  Ford  to 
whom  he  bears  a  more  than  physical  resemblance.  A  trustee  of 
the  National  Gallery,  the  author  of  an  important  monograph  on 
the  drawings  of  Richard  Wilson,  and  several  learned  articles,  he 
is  a  scholar  of  unobtrusive  erudition  and  a  collector  of  unostenta- 
tious taste.  As  the  special  subject  of  his  studies  he  has  chosen 
eighteenth-century  Rome  and,  in  particular,  the  English  artists 

Part  of  No.  14  Wyndham  Place  has  recently  been  converted  into  a  flat  by 
Mr.  Geddes  Hyslop,  F.R.I.B.A.  1.  The  staircase  landing  with  its  new 
vaulted  ceiling  and  oeil-de-boeuf  window  reflected  in  a  Venetian 
eighteenth-century  looking  glass.  2.  The  ante-room  and  corridor  from 
the  staircase  landing. 
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3-  Virgin  and  Child.  A  marble  group  attributed  to  Joseph  Plura  the  Elder  (see  The  Connoisseur,  December,  1956,  page  181,  plate  8).  4.  Venus  with  a 
Dolphin.  Terracotta  relief,  Italian  (?),  sixteenth  century.  Size:  7^  x  3^  in.    5.  Saint  Fargeau.  Biscuit  de  Sevres  bust,  c.  1793.  Height,  10  in. 


who  lived  or  visited  there  during  the  hey-day  of  the  Grand  Tour. 
His  additions  to  the  family  collection  have  therefore  included 
numerous  views  of  Rome  by  English,  French  and  Italian  artists, 
which  neatly  supplement  the  great  series  of  Wilson's  paintings 
and  drawings  of  the  city  and  the  Campagna  which  he  mherited 
from  Benjamin  Booth.  He  has  also  acquired  several  Roman 
settecento  paintings,  notably  some  fine  history  pieces  by  Pompeo 
Batoni  and  A.  R.  Mcngs  and  two  characteristic  portraits — one 
representing  a  milordo  and  the  other  a  'bear-leader'. 

It  would,  however,  be  a  mistake  to  regard  this  primarily  as  a 
scholar's  collection — a  group  of  problem  pieces  assembled  to 
tease  the  ingenuity  of  fellow  students.  For  although  Mr.  Ford's 
choice  of  pictures  may  not  have  been  uninfluenced  by  their 
subject-matter  and  historical  interest,  he  has  an  eye  for  quality  no 
less  keen  than  his  ancestors'.  And  it  is  evident  that  as  much  care 
and  taste  has  been  applied  to  the  selection  of  the  small  works  of 
sculpture  as  to  the  paintings.  Thus  we  find  in  these  charming 
rooms  works  by  artists  of  different  periods  and  schools,  acquired 
by  members  of  three  very  different  generations,  now  hanging 
happily  side  by  side  on  the  walls:  a  little  Madonna  and  Child 
attributed  to  Adriacn  Isenbrandt,  some  exquisitely  sensitive 
miniatures  by  Isaac  Oliver,  the  drawing  of  a  musketeer  by 
Stefano  della  Bella,  The  Presentation  in  the  Temple  by  Sebastian 
Bourdon,  a  drawing  by  Scbastiano  Ricci,  drawings  by  Henry 
Fuseli  and  a  spirited  pastel,  The  Toilet,  by  Toulouse-Lautrec. 
Such  is  the  taste  that  has  governed  the  choice  and  the  arrange- 
ment of  these  diverse  works  that  the  whole  collection  has  a 
remarkable  homogeneity. 

The  most  notable  work  of  art  in  the  house  is  undoubtedly 
Michelangelo's  drawing  of  The  Risen  Christ,  a  study  for  the  first 
version  of  his  statue  in  Santa  Maria  Sopra  Minerva.  Bought  at 
the  Oppenheimcr  sale  in  1936,  it  is  one  of  the  very  few  drawings 
by  Michelangelo  still  in  private  hands.  Dating  from  a  few 
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The  Ante-room.  6.  On  the  chirnneypiece  are  Italian  Renaissance  bronzes  (the  five  in  the  middle  were  bought  by  Richard  Ford  at  the  Sir  Thomas 
Lawrence  Sale).  Above  is  Judith  with  the  Head  of  Holofernes  by  Bernardo  Cavallino.  7.  Between  the  wall  brackets  can  be  seen  The  Holy  Family  by 
Sebastiano  Conca,  and  on  the  commode:  Palissy  ware,  a  Bassano  inkwell,  a  Limoges  plate  and  a  French  eighteenth-century  bronze  sphinx.  8.  A  Lady 
in  a  Plumed  Hat,  attributed  to  Jorg  Pencz  (c.  1 500-1 550),  pen  and  ink  drawing,  6|  X  3^  in- 


decades  later  is  a  terracotta  relief  of  I  'etuis  with  a  Dolphin  which 
passed  through  the  collections  of  Joseph  Nollekens,  Sir  Thomas 
Lawrence  and  Samuel  Woodburn  before  it  was  bought  by 
Richard  Ford.  A  fine  mamierist  composition,  it  has  been  vari- 
ously ascribed  to  the  schools  of  Giovanni  Bologna  and  Jean 
Goujon  and  is  probably  by  an  Italian  sculptor.  Another  fine 
sixteenth-century  work  is  the  jewel-like  male  portrait,  dating 
from  about  1540,  which  is  very  close  in  style  to  Corneille  de 
Lyon.  Among  several  seventeenth-century  pictures,  mostly 
Italian,  the  finest  is  probably  Bernardo  Cavallino's  richly  painted 
and  strikingly  dramatic  Judith  with  the  Head  of  Holofernes  which 
Mr.  Ford  acquired  last  year. 

To  mention  all  the  beautiful  and  interesting  eighteenth- 
century  works  of  art  in  the  house  would  require  an  extensive 
article.  In  addition  to  the  Roman  paintings,  however,  there  are 
fine  examples  of  the  Neapolitan,  Genoese  and  Venetian  schools, 
notably  a  Stoning  of  St.  Stephen  by  Corrado  Giaquinto,  an 
attractive  genre  scene  by  Pietro  Longhi,  an  architectural  capriccio 
by  Francesco  Guardi,  a  pen  and  ink  sketch  by  Giambattista 
Tiepolo  and  a  series  of  drawings  by  his  son  Giandomenico.  There 
are  some  good  French  drawings  by  Boucher,  Pillement  and 
Hubert  Robert  and,  from  the  early  years  of  the  nineteenth  century, 
a  pair  of  exquisite  portrait  drawings  by  Ingres  of  Monsieur  and 
Madame  Frederic  de  Reiset.  Austrian  painting  of  the  eighteenth 
century  is  represented  by  J.  G.  Platzer's  Feast  of  Flora.  The  English 
works  arc  naturally  dominated  by  the  Wilsons,  but  they  also 
include  a  lively  drawing  of  a  lady  by  Romney,  two  watercolour 
views  by  Paul  Sandby,  of  spring-like  freshness,  and  a  group  of 
boisterous  Rowlandsons.  There  are  also  several  fine  eighteenth- 
century  sculptures  111  the  collection:  a  marble  group  of  the 


9.  Mrs.  Ford's  Sitting  Room.  Rome  in  the  eighteenth  century  is  the  theme 
governing  the  choice  of  pictures,  which  include  views  of  the  city,  or 
capriccios  inspired  by  it,  by  Bianchi,  Blanchet,  Busiri,  Challe,  Le  Prince, 
Pannini  and  Wilson. 
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10.  An  oil  sketch  for  his  large  portrait  of  Mrs.  Percy  Wyndham,  by 
G.  F.  Watts,  14^  x  6f  in. 

11.  Mr.  Ford's  Study.  Over  the  chinmeypiecc  the  portrait  is  of  a  woman, 
painted  this  year  by  John  Bratby.  To  the  left  are  works  by  Christopher 
Wood,  John  Piper  and  Max  Jacob.  The  group  of  smaller  paintings  and  the 
drawings  to  the  right  of  the  window  are  by  English  nineteenth-century 
artists. 

12.  St.  Albert.  Gilt-copper  plaque,  Italian,  seventeenth  century.  Height, 
6£  in. 


Madonna  and  Child  which  has  been  attributed  to  Giuseppe  Plura, 
some  very  handsome  French  and  Italian  bronzes,  and  two 
delicate  terracotta  figures  of  Apollo  and  Venus  ascribed  to  P.  L. 
Cyme  who  was  much  employed  by  the  court  of  Lorraine  in  the 
mid-century. 

Most  of  the  nineteenth-century  paintings  and  drawings  are 
English.  Among  them  are  a  sensitive  drawing  by  Wilkie,  the 
watercolour  which  George  James  painted  to  commemorate 
Wilkie's  death  (and  which  prompted  Turner  to  paint  his  Peace: 
Burial  at  Sea),  and  works  by  Millais,  Leighton,  Poynter,  Orchard- 
son  and  G.  F.  Watts,  chosen  like  all  the  earlier  objects  in  the  house 
with  a  steady  eye  for  quality  and  an  admirable  disregard  for  the 
dictates  of  fashion.  The  presence  of  several  more  recent  works — 
bronzes  by  Henry  Moore  and  Dobson,  two  paintings  by 
Christopher  Wood,  and  a  painting  by  John  Bratby  executed  this 
year — gives  further  testimony  of  this  collector's  lively  taste  and 
inexhaustible  interest  in  the  arts. 
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The  Drawing  Room.  13.  In  the  centre  is  a  Louis  XV  bureau-plat.  The  painting  over  the  chimneypiece  is  by  J.  G.  Platzer  and 
below  it  are  two  terracottas  attributed  to  Paul  Louis  Cyffle  (1724-1806).  The  other  paintings  seen  are  by  Richard  Wilson  and  the 
drawings  are  by  many  different  hands. 


14.  In  the  centre  of  the  far  wall  is  Michelangelo's  study  (15 14)  for  the  marble  statue  of  Christ  in  the  Church  of  S.  Maria  Sopra 
Minerva,  Rome.  It  is  flanked  by  two  Ingres  drawings  of  M.  and  Mme.  Frederic  dc  Reiset  (1844).  The  large  drawings  in  the  centre 
of  the  groups  between  the  windows  are  respectively  by  Romney  (left)  and  by  Fuscli  (right). 
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The  Prince  Regent  as  a  Gun  Collector 


Howard  L.  Blackmore,  F.S.A. 


TH  E  Prince  Regent,  once  described  as  pusillanimous,  prom- 
iscuous and  pathetic,  had  a  side  to  his  character  which  has 
attracted  little  notice  from  his  biographers.  This  was  his  interest 
in  military  arms  and  equipment,  which  amounted  almost  to  a 
mania,  and  resolved  itself  in  the  formation  of  an  armoury  of  all 
kinds  of  weapons,  equipment  and  uniforms.  He  seems  to  have 
been  particularly  fond  of  guns;  and  had  he  lived  today  American 
collectors  would  have  unhesitatingly  described  him  as 'a  gun  bug'. 

In  1773,  at  the  age  of  eleven,  he  and  his  brother  Frederick 
were  given  a  set  of  military  arms  made  by  the  London  gunmaker 
John  Hirst,  whose  bill,  paid  for  by  the  Board  of  Ordnance, 
details  what  must  have  been  a  charming  if  deadly  set  of  toys. 
'To  John  Hirst  the  sum  of  one  hundred  five  pounds  seventeen 
shillings  for  small  Fuzees  etc.  undermentioned  for  use  of  their 
Royal  Highnesses  the  Prince  of  Wales  and  Prince  Frederick 
pursuant  to  a  Warrant  dated  26  March  1773.' 

I  s.  d.       £  s.  d. 

Small  Fuzees  with  steel  Rammers 
and  Bayonets  made  very  neat  & 

in  proportion  to  Musquets  12  @  4    4    o     50    8  o 

Spontoons  made  very  neat  & 

highly  polished  2  (a    2    o    o  400 

Pistols  mounted  with  silver 
Furniture   and   finished   in  an 

Extra  Manner  1  pr.  (a.  40    o    o     40    o  o 

Buff  cartouch  Boxes  with  slings, 

Brushes  &  Wires  6  (a        50       1  10  o 

Buff  slings  for  the  fuzees  [2  (a         1    6  18  o 

Bayonet  scabbards  [2  (a  10  10  o 

Cases   for   the   fuzees   of  fine 

scarlet  cloth  I2@       10    6  660 

Velvet  cases  for  the  spontoons         2  @       126  150 
Do.    Do.  for  the  Pistols  pair        i@ioo  100 

£IQ5  17  o 

Unfortunately  these  miniature  weapons  seem  to  have 
disappeared.1 

The  young  Prince  of  Wales  thus  received  early  encouragement 
in  the  military  arts  and  he  grew  up  into  a  headstrong  youth,  with 
a  liking  for  sporting  company  and  an  urge  for  a  military  career. 
This  was,  at  first,  denied  him  by  his  father,  George  III,  but  he 
later  relented  sufficiently  to  grant  him  the  appointment  of 
Colonel  of  the  10th  Light  Dragoons,  on  the  strict  understanding 
that  he  was  not  to  serve  abroad. 

On  coming  of  age  in  1783,  he  established  himself  in  Carlton 
House.  Here,  under  the  guidance  of  Henry  Holland,  the  architect, 
he  was  able  to  surround  himself  with  all  the  colour  and  glitter  so 
dear  to  him.  Rich  crimson  and  blue  draperies,  festooned  with 
golden  cords  and  tassels,  marble  statuary  and  painted  ceilings,  lit 
by  vast  fantastic  chandeliers,  were  typical  of  his  taste.  His 


1  Public  Record  Office,  Bill  Books  of  the  Board  of  Ordnance  W.O.  51/258  p.  13  (the 
warrant  appears  in  Warrant  Book  W.O.  55/526  p.  141).  The  spontoons  were  also 
engraved  with  the  Princes'  Arms,  Supporters  &  Crests,  ground  and  glazed  by 
William  Sharp  at  a  cost  of  £1  19  O  (W.O.  51/256  p. 57). 


military  frustrations  were  assuaged  by  the  design  of  uniforms — 
one  is  tempted  to  say  of  similar  character — for  his  Dragoons,  who 
rapidly  became  the  best  dressed  regiment  in  the  British  Army.  At 
the  same  time,  he  began  the  establishment  of  his  Armoury.  This, 
according  to  W.  H.  Pyne  in  his  History  of  the  Royal  Residences  etc. 
1 8 19,  was  situated  'in  three  apartments  in  the  attic  story  of  the 
eastern  wing  and  in  a  gallery  which  leads  to  the  upper  vestibule'. 

No  visitor  seems  to  have  left  any  published  account  of  this 
collection,  but  fortunately  a  manuscript  inventory  has  been 
preserved.  It  was  compiled  by  Benjamin  Jutsham  who  held  the 
official  position  of  Inspector  of  Household  Deliveries  and  was 
afforded  the  privilege  of  a  flat  in  Carlton  House.  It  consists  of  five 
volumes  containing  3275  entries  and  two  volumes,  probably  part 
of  a  rewritten  series,  with  some  duplicate  entries  and  others 
bringing  the  total  up  to  3337.  Entitled  A  Catalogue  of  Arms  the 
Property  of  His  Royal  Highness  the  Prince  of  Wales  at  Carlton  House, 
and  apparently  commenced  in  the  early  1780's,  it  continues 
through  its  owners  career  as  Prince  Regent  until  his  death  as 
George  IV  in  1830.  When  Carlton  House  was  subsequently 
pulled  down,  the  contents  of  the  Armoury  were  dispersed  among 
the  royal  palaces,  most  of  the  weapons  forming  the  nucleus  of  the 
arms  collection  at  Windsor  Castle.  In  1904,  when  Guy  Laking 
prepared  his  catalogue  of  the  Armoury  there,  he  was  able  to  trace 
many  of  the  weapons  back  to  the  original  Carlton  House 
Inventory. 

His  researches,  however,  in  this  direction  were  not  complete. 
Amongst  some  rubbish  in  the  Round  Tower  of  the  Castle  a  large 
steel  brayette  or  codpiece  was  found,  and  Laking  wrote: 

'Unfortunately  its  past  history  must  ever  remain  unwritten,  for 
of  it  nothing  is  recorded.  How  it  came  to  Windsor  Castle,  and 
for  what  reason  this  splendid  fragment  had  been  cast  aside,  will 
never  be  known.  Suffice  it  to  say,  it  is  possibly  the  rarest 
treasure  of  the  Castle  and  could  without  very  much  stretch  of 
the  imagination  have  well  belonged  to  King  Henry  VIII,  for  it 
is  of  his  period  and  of  that  monarch's  proportions'2. 
Laking  was  not  correct  in  describing  it  as  an  unrecorded  piece 
of  armour  for  'King  Henry  the  8  th  Codpiece  parcell  guilt'  appears 
as  a  separate  item  in  most  of  the  Tower  inventories  of  the 
seventeenth  and  eighteenth  centuries.  Although  its  banishment  to 
obscurity,  one  can  deduce,  was  due  to  Victorian  susceptibilities, 
its  presence  at  Windsor  has  remained  a  mystery. 

However,  a  closer  inspection  of  the  Carlton  House  Inventory 
now  reveals  the  following  entry: 

'No.  943.  A  Foureau.  English  made  of  Brown  Iron  with  gilt 
work  lined  with  Red  velvet.  This  Foureau  or  Genital  Case 
belonged  to  the  Armour  of  King  Henry  the  Seventh — now  in 
the  Tower  on  the  figure  of  Queen  Elizabeth3  and  was  the  Cause 
of  the  burthen  to  an  Old  English  Song — "Stick  a  pin  there  !" 
The  brayette  was,  in  fact,  part  of  an  armour  of  Henry  VIII  and 
it  has  been  happily  restored  to  its  rightful  place  in  the  Tower  of 
London. 

2  Guy  Francis  Laking,  The  Armoury  of  Windsor  Castle,  London,  1904  p.  194,  No. 664. 

3  This  is  apparently  a  reference  to  the  equestrian  figure  of  Queen  Elizabeth  I, 
reviewing  her  troops  at  Tilbury,  which  was  a  popular  feature  of  the  Spanish 
Armoury  at  this  time. 


230 


.«U.if>r  t>n  KZKK'.   IIAKEIl,  limn  jtl.lfcfr. 


2 


1.  The  Prince  Regent  in  Highland  dress.  Painted 
by  Sir  David  Wilkie  in  1833  and  intended  as  a 
present  for  the  Duke  of  Wellington,  who,  in 
the  end,  had  to  pay  for  it  himself.  Wellington 
Museum,  Apsley  House,  London. 

2.  Targets  shot  by  the  Prince  Regent  at  Brighton 
in  1805,  reproduced  by  Baker  in  his  Remarks  on 
Rifle  Guns. 

3.  The  two  Boutet  guns  made  for  Napoleon 
Bonaparte.  They  have  identical  silver  mounts, 
and  the  barrels,  by  Baker,  are  of  similar  design. 
The  stocks,  however,  are  carved  differently  and 
retain  the  green  velvet  pads  fitted  for  the  Prince 
Regent.  Reproduced  by  gracious  permission  of  Her 

1  Majesty  the  Queen. 


4.  A  detail  of  the  elaborate  silver  trigger  guard  on  one  of  the  Boutet  guns.  Reproduced 
by  gracious  permission  of  Her  Majesty  the  Queen. 

5.  The  cased  pair  of  pistols  made  by  Ezekiel  Baker  fitted  with  the  cut  down  Boutet 
barrels.  The  locks  have  a  distinctive  cock  with  a  fixed  upper  jaw.  Reproduced  by  gracious 
permission  of  Her  Majesty  the  Queen. 

6.  A  pair  of  Boutet  barrels  fitted  in  one  of  Baker's  pistols.  Reproduced  by  gracious 
permission  of  Her  Majesty  the  Queen. 

7.  A  top  view  of  one  of  the  Boutet  guns  showing  the  gold  inlaid  barrels  made  by 
Ezekiel  Baker.  Reproduced  by  gracious  permission  of  Her  Majesty  the  Queen. 
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The  inclusion  of  this  Tudor  relic  in  the  Prince  Regent's 
collection  may  be  ascribed  to  his  love  of  curiosa  rather  than  to  any 
interest  in  armour  of  which  he  had  few  specimens.  His  choice  of 
swords  was  similarly  influenced.  Many  were  acquired  because  of 
their  association  with  some  famous  person  or  deed.  Sadly  one 
must  record  that  some  were  of  spurious  legend — the  so-called 
swords  of  William  the  Conqueror,  the  Black  Prince  and  Chris- 
topher Columbus.  But  his  interest  in  military  and  court  dress  with 
its  necessary  adjunct,  the  sword,  led  him  to  amass  a  number  of 
sabres  and  smallswords.  The  majority  were  obtained  from  the 
royal  sword  cutler  John  Bland,  and,  together  with  some  presen- 
tation pieces,  they  now  form  a  very  fine  collection  of  dress 
swords  of  an  elegant  period. 

It  is  the  firearm  section  of  his  collection,  however,  which 
attracts  most  attention  today.  Again  many  pieces  were  bought 
because  of  some  romantic  tradition,  but  they  have  the  saving 
grace  of  being  distinguished  by  their  beauty.  One  need  only 
mention,  in  this  respect,  the  superb  gun,  dated  1682  and  signed 
PIRAUBE  AUX  GALERIES  A  PARIS,  which  belonged  to 
Louis  XIV  and  is  very  similar  to  the  one  recently  sold  in  Messrs. 
Christies'  rooms  for  the  record  price  of  2,100  guineas.  The 
Napoleonic  Wars  brought  a  rich  harvest,  many  of  the  personal 
firearms  of  Napoleon  Bonaparte,  himself  a  collector,  finding 
their  way  to  Carlton  House.  Several  are  examples  of  the  work  of 
Nicholas  Boutet,  directeur  artiste  of  the  State  Arsenal  at  Versailles, 
where  he  was  responsible  for  the  production  of  amies  de  luxe. 
Two  pairs  of  his  pistols,  one  pair  presented  by  the  Marquis  of 
Wellesley  in  18 10  and  the  other  by  Louis  XVIII  in  18 14,  are 
garnished  with  a  heavy  ebony,  gold  and  silver  motif,  typical  of 
the  ornate  sculptural  work  with  which  this  artist  covered  his 
firearms. 

There  were  many  such  presents,  but,  like  any  other  collector, 
the  Prince  patronised  the  shops  and  salerooms  of  London.  The 
spectacular  suite  of  arms  by  John  George  Weiss — a  rifle,  a  fowling 
piece  and  a  pair  of  pistols — lavishly  decorated  with  chiselled  steel 
mounts  enriched  with  gold  and  silver,  was  purchased  in  18 17 
from  William  Reeves,  the  goldsmith  and  jeweller  of  Henrietta 
Street,  for  the  not  inconsiderable  sum  of  ^210.  In  1821,  Benjamin 
Jutsham  was  sent  personally  to  Mr.  Bullock's  sale  at  the  Egyptian 
Hall,  Piccadilly,  to  buy  the  jewelled  gun  of  Tippoo  Sahib. 

Another  attraction  for  the  Prince  Regent  was  the  intricate 
mechanism  of  the  earlier  firearms.  A  small  group  of  fine  wheel- 
lock  guns  includes  a  double  barrelled  rifle,  over  and  under,  dated 
1588.  There  are  several  rare  repeating  guns;  noticeably  the  pair  of 
flintlock  revolvers  by  John  Kolbe  who  worked  in  London  during 
the  1730's,  and  a  magazine  gun  by  Caspar  Kalthof,  a  member  of 
a  Danish  family  of  gunmakers  who  spread  all  over  Europe  in  the 
late  seventeenth  century.  This  particular  gun  was  probably  made 
in  his  workshop  at  Vauxhall,  under  the  patronage  of  the  Marquis 
of  Worcester. 

Mention  must  also  be  made  of  the  Prince  Regent's  predilection 
for  Scottish  weapons,  encouraged  by  his  friendship  with  Sir 
Walter  Scott  and  his  visit  to  Scotland  in  1822.  An  additional 
attraction  was  the  fact  that  they  could  be  legitimately  worn,  and 
the  Prince's  favourite  portrait  of  himself,  presented  to  the  Duke 
of  Wellington,  shows  him  in  all  the  finery  of  a  Highland 
Chieft  ain  (No.  1).  When  several  pairs  of  Scottish  pistols,  with 
their  attendant  basket-hiked  swords  and  gem-set  dirks,  were 
entered  in  the  Carlton  House  Inventory,  it  was  thought  fit  to 
make  a  short  note  of  the  significance  of  these  distinctive  weapons: 
' . . .  the  ancient  Highlanders  went  about  almost  constantly  armed, 
partly  with  a  view  of  being  always  ready  to  defend  themselves  or 
to  attack  their  enemies,  and  partly  that  being  accustomed  to  the 
instruments  of  death  they  might  be  less  apprehensive  of  them'. 


The  Royal  Family's  connection  with  1  lanover  also  brought 
many  fine  hunting  rifles  and  swords  from  that  country.  The 
Prince  Regent  acquired  some  on  a  hunting  trip  there  in  1  82  1  and 
others  were  made  by  Hanoverian  gunmakers  brought  to  London 
by  Court  officials. 

By  far  the  largest  portion  of  the  collection,  however,  is  com- 
posed of  firearms  bought  from  contemporary  gunmakers  for 
sporting  purposes  and  everyday  use.  In  this  respect  we  have  to 
thank  the  Prince  Regent  for  his  foresight  in  acquiring  the 
collection  of  his  father  in  1 820,  and  many  of  the  guns  of  his 
brother  the  Duke  of  York  in  1827.  Most  of  the  lattcr's  are 
distinguished  by  an  escutcheon  engraved  with  a  double  crown, 
a  lion  and  the  letter  F.  The  George  III  firearms  include  many 
representative  specimens  of  the  work  of  the  London  gunmakers 
Lewis  and  James  Barbar,  John  Harman,  David  Collumbcll, 
Robert  Wogdon,  and  that  prolific  partnership  Griffin  and  Tow. 
In  his  turn,  the  Prince  Regent  was  able  to  command  the  services 
of  a  generation  of  gunmakers,  probably  unsurpassed  in  the 
history  of  their  trade. 

One  was  Durs  Egg,  born  in  Switzerland  in  1745,  who  set  up 
his  establishment  in  London  in  1772.  By  his  ability  to  turn  out 
fine  sporting  arms  for  the  nobility  and  at  the  same  time  maintain 
a  large  production  of  military  arms  for  the  Board  of  Ordnance  and 
the  East  India  Company,  he  quickly  became  a  wealthy  man  with 
a  large  house  in  Knightsbridge  and  an  imposing  shop  near 
Piccadilly  Circus.  Much  of  his  fortune,  however,  was  dissipated 
in  an  unsuccessful  venture  to  build  an  airship  with  another 
London  gunmaker  and  compatriot  Samuel  Pauly.  The  Windsor 
Armoury  has  a  varied  selection  of  his  guns  ranging  from  double- 
barrelled  sporting  guns  of  wonderful  elegance  and,  let  it  be  noted, 
great  accuracy,  down  to  the  smallest  of  pistols,  a  diminutive  pair 
with  barrels  only  seven-eighths  of  an  inch  long.  He  also  supplied 
many  arms  as  patterns  for  the  Dragoons,  including  his  famous 
breechloading  carbine  with  its  terrible  'spear'  bayonet. 

Then  there  was  Henry  Nock,  as  much  an  engineer  as  gun- 
maker,  with  several  workshops  near  the  Minones  and  a  shop  on 
Ludgate  Hill.  He  was  the  first  man  to  attempt  the  mass  produc- 
tion of  arms  with  interchangeable  parts.  Two  of  his  military 
productions,  the  murderous  seven-barrel  gun  and  the  musket, 
built  with  the  approval  of  the  Duke  of  Richmond,  were  sent  to 
the  Royal  Collection.  A  Master  of  the  Gunmakers  Company,  he 
received  the  appointment  of  Gunmakcr-in-Ordinary  to  the  King. 

It  was  an  apprentice  of  Henry  Nock,  however,  who  achieved 
most  prominence.  Ezekiel  Baker  began  in  lowly  fashion  as  a 
barrel  maker,  but,  in  1 800,  a  rifle  using  his  barrel  was  adopted  by 
the  British  Army.  He  lost  no  time  in  capitalising  this  success  and 
published  his  book  Remarks  on  Rifle  Guns,  which  ran  into  eleven 
editions.  There  was  a  dash  of  showman  in  him  which  undoubtedlv 
appealed  to  the  Prince  Regent,  and  the  spry  Whitechapel  gun- 
maker  appears  to  have  spent  much  of  his  time  in  attendance  on 
his  royal  patron.  In  the  later  editions  of  his  book,  he  prints  copies 
of  the  targets  shot  by  the  Prince  at  Brighton  in  1805  (No.  2).  It  is 
a  little  too  much  to  believe  that  his  aim  was  steady  enough  to 
accomplish  the  feats  depicted — eighteen  shots  in  a  five  inch  group 
with  a  pistol  and  three  shots  through  one  hole  with  a  rifle. 

However,  there  is  no  doubting  the  Regent's  keenness  to  be- 
come an  expert  shot.  Against  the  entry  of  one  double  barrelled 
shot-gun  in  the  inventory  is  the  note:  'This  gun  was  bought  of 
Mr.  Baker  on  account  of  it  fitting  His  Royal  I  [ighness's  cheek 
better  than  any  at  this  time  in  the  Armoury'.  Baker,  in  fact,  was 
instructed  to  alter  the  stocks  and  adjust  the  aim  of  many  of  the 
guns  to  suit  the  royal  check,  and  he  describes  how  this  was  done, 
with  a  special  instrument,  in  hisbook.  This  modification  w  ork  w  as 
applied  apparently  to  any  gun  which  took  the  Regent's  fancy,  be 
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8a.  The  Prince  Regent's  pocket  pistol,  only  six  inches  long,  made  by  Durs 
Egg.  8b.  A  top  view  showing  the  Prince  of  Wales'  feathers  inlaid  in  gold 
on  the  barrel.  An  unusual  feature  of  the  pistol  is  the  polygroove  rifling  of 
the  barrel.  Author's  Collection. 


9.  Silver  work  by  the  London  silversmith  Mark  Bock  on  a  pistol  made  for 
the  Prince  Regent  by  Samuel  Brunn:  9a.  the  side  plate.  9b.  the  butt 
mask.    9c.  the  trigger  guard.  W.  Keith  Neal  Collection. 


10.  Pair  of  double  barrel  side-by-side  pistols  by  Durs  Egg,  the  walnut 
stocks  inlaid  with  the  Prince  of  Wales  crest.  Messrs.  Parke-Bernet  Galleries 
Inc. 
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it  priceless  antique  or  not.  Much  of  it  was  in  vain.  All  too  often,  it 
is  said,  he  missed  his  mark  and  turning  to  his  bearer  would 
exclaim:  'God  damn  you,  you  have  put  no  shot  in  my  gun'. 

The  extent  to  which  Baker  interfered  with  some  of  the  guns, 
not  only  of  his  own  make,  is  quite  extraordinary.  Much  informa- 
tion on  this  point  is  available  in  The  Accounts  of  George  IV, 
preserved  in  the  Royal  Archives  at  Windsor  Castle,  which 
include  many  of  his  gunmakers'  bills  from  1783  onwards.  Again, 
many  of  the  guns  described  in  these  invoices  can  be  traced  to  the 
Windsor  Collection.  As  Laking  does  not  appear  to  have  examined 
them,  it  is  worth  quoting  a  few  examples  here. 

In  1824  Durs  Egg  sold  the  King  a  magnificent  double-barrelled 
gun  made  for  Napoleon  Bonaparte  by  Boutet  (Laking  184).  The 
Carlton  House  Inventory  (No.  3212)  notes: 

This  gun  was  given  by  Napoleon  Bonaparte  as  a  present  to 
Garnerain4  for  his  great  courage  in  Aerostatics  and  it  is  said  that 
he  actually  refused  500  gns.  for  it  from  the  Emperor  of  Russia'. 
George  IV  was  obviously  persuaded  that  he  had  bought  a 
bargain,  for  Egg's  bill  (Accts.Geo.IV.No. 29178),  dated  3rd  July, 
1824,  reads: 

'To  a  very  best  Silver  mounted  Dble  Gun  by  Boutet  director  of 
the  Imperial  Manufactory  at  Versails  the  Barrels  richly  orna- 
mented with  Gold  the  furniture  extra  richly  ornamented 
wrought  work  a  present  from  Bonaparte  to  the  Brave  ...  £100 
The  bill  also  included  a  pair  of  pistols  by  the  same  maker  for 
^50  (Laking  506,  CHI  3210)  and  a  gun,  firing  one  of  the  first 
cartridges,  invented  by  Egg's  associate  Pauly  for  ^65  (Laking 
137,  CHI  321 1).  Then,  in  1827,  another  Boutet  gun  very  similar 
to  the  above,  and  also  said  to  have  belonged  to  Napoleon,  was 
bought  from  the  sale  of  the  Duke  of  York's  effects  (Laking  185). 
These  two  historic  Boutet  guns  (Nos.  3  &  4)  were  to  suffer  an 
unusual  fate. 

Baker  had  established  a  private  proof  house  behind  his  premises 
in  the  Whitechapel  Road  and  persuaded  many  of  his  clients  to 
subject  their  guns  to  his  special  proof,  which  he  claimed  to  be 
superior  to  that  of  the  Gunmakers  Company.  By  what  can  only  be 

4  Andre  Jacques  Garnerin  (1769-1823),  balloonist.  In  1802  made  a  successful 
parachute  descent  from  a  height  of  4,000  feet  over  London. 
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described  as  lese-majeste,  Baker  saw  fit  to  put  the  two  Boutet  guns 
to  his  searching  water  and  powder  proof.  The  delicate  French 
barrels  with  their  'Gilt  Scroll  at  the  Muzzle,  Silver  Sight  with 
Large  Gold  Star,  the  Breech  inlaid  with  various  Gold  ornaments 
in  Stars,  Scrolls,  wreaths  etc.',  were  severely  damaged.  One  can 
imagine  the  consternation  among  the  cockney  workmen,  but 
Baker  was  undeterred.  The  two  pairs  of  broken  barrels  lie  appears 
to  have  cut  down  and  made  into  a  pair  of  pistols  (Laking  241) 
(Nos.  5  &  6)  and  he  then  fitted  barrels  of  his  own  construction  to 
the  Boutet  stocks  (No.  7).  Finally,  on  15th  July,  1828,  he  had  the 
impudence  to  send  in  the  following  bill  (AGIV  29195) 

'Cutting  off  the  breech  ends  of  two  pair  of  double  barrels  that 
broke  in  proof  originally  belonged  to  Bounaparte,  false 
breeched  mounting  them  with  best  self  acting  bolt  Locks  with 
improved  Cocks  gold  sights,  touchholes  &  pans,  the  stocks 
richly  inlaid  with  silver,  silver  mounted  richly  chased  &  gilt, 
the  Locks,  fals  breeches,  screws  etc.  inlaid  with  gold,  best 
mahogany  case  lined  with  velvet,  silver  mounted  powder  flask, 
improved  moulds  with  circular  cutters,  every  apparatus  in 
case  compleat  .  .  .  ^270.' 

"Fitting  a  pair  of  best  double  Barrels  into  a  stock  that  was 
originally  Bounapartc's  the  Barrels  compos'd  of  Iron  &  steel 
Wire,  joint  Breeches  gold  touchholes  &  sights,  gold  Bands, 
the  Barrels  richly  inlaid  with  gold  in  sundry  devices,  with  best 
make  wood  rammers,  silver  mounted,  cutting  punch  etc. . .  jC6$' 
'Fitting  a  pair  ot  Barrels  into  a  Stock,  that  was  originally 
Bounaparte's  in  every  respect  as  the  above  .  .  .  jC6$.' 
Baker,  of  course,  did  not  lose  the  opportunity  to  boost  his  own 
wares.  He  fitted  the  pistols  with  his  special  safety  locks,  which 
incorporated  several  refinements,  and  included  in  the  accessories 
his  bullet  mould,  all  of  which  had  been  awarded  silver  medals  by 
the  Society  for  the  Encouragement  ot  Arts  and  Manufactures. 
The  precision  built  locks  have  been  cleverly  stocked,  together 
with  elaborate  cast  and  chiselled  silver-gilt  mounts  bearing  the 
hallmark  of  1827  and  the  heavily  gilt  Boutet  barrels,  to  form 
weapons  of  beauty  and  effectiveness.  It  must  be  acknowledged, 
also,  that  the  barrels  Baker  made  for  the  Boutet  guns  rival  the 
originals  both  in  their  delicate  construction  and  their  gold 
decoration. 

The  surprising  number  of  repair  invoices  by  Baker  and  other 
gunmakers  seems  to  indicate  much  rough  usage.  It  also  explains 
why  several  firearms  have  foreign  stocks  with  English  locks  or 
barrels  and  vice  versa.  The  American  rifle  bearing  the  proud 
inscription  'States  United  We  are  One',  but  with  a  lock  by  Durs 
Egg,  is  probably  that  mentioned  in  the  latter's  bill  of  the  26th 
January,  1803  (AGIV  29107). 

'To  cleaning  a  longe  American  Rifle  Gun  the  Barrel  Straight- 
ened repaired  and  leaded  a  Strong  Ramrod  with  cleaning 
implements  a  new  Bullet  Mould  and  barrel  Brown'd  a  new 
cock  nail  altering  lock  &  case  hardening  .  .  .  £2  5  6'. 
Besides  the  three  gunmakers  already  mentioned,  other  London 
gunmakers  like  Henry  Tatham,  Samuel  Brunn,  John  Prosser  & 
John  Manton  managed  to  interest  the  Prince  Regent  in  some  new- 
device  or  some  curious  old  gun.  The  immortal  'Joe'  Manton  sold 
him  several  pairs  of  his  famed  shotguns,  and  one  is  noted  in  the 
Inventory : '  a  very  well  made  gun  perhaps  among  his  best  works'. 
In  1X16,  he  persuaded  him  to  buy  two  of  his  'NEW  PATENT 
DETONATING  GUNS'  for  £168  and  made  out  his  bill  on  a 
printed  advertisement  which  expressed  his  conviction  that  soon 
'there  will  not  be  a  Gentlemen  Sportsman  in  England  without 
them'.  Another  of  the  new  guns  using  some  form  of  percussion 
system  was  supplied  by  Joseph  Egg  in  182s;  a  self  primer  firing 
detonating  pellets,  complete  in  its  case  for  £57  [5  o.  Pike  other 
sportsmen  of  his  time,  the  Prince  did  not  view  the  new  invention 
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II.  Pair  of  double  barrel  under-and-over  pistols  by 
Ezekiel  Baker,  the  gold  thumb  plates  in  the  form  of 
the  Prince  of  Wales'  feathers.  Presented  by  the  Prince 
Regent  to  Sir  J.  H.  Elphinstone  Bt.  Messrs  Sotheby  &  Co. 


with  complete  confidence  and,  as  late  as  1827,  we  find  Durs  Egg 
instructed  to  alter  a  flintlock  gun,  'to  be  used  as  a  Detonator  but 
not  to  [be]  disturbed  from  using  it  with  a  Flint  .  .  . 

Of  all  the  guns  which  the  Prince  possessed,  probably  none  gave 
him  so  much  pleasure  as  the  lowly  airgun,  with  which  he  was  no 
mean  exponent  of  the  art  of  target  shooting.  In  many  of  these 
early  airguns,  the  hollow  butt  formed  an  air  reservoir  loaded  by 
means  of  a  powerful  hand  pump,  and  once  filled  with  compressed 
air,  the  gun  could  be  fired  many  times.  They  were  not  only  quiet 
in  operation,  but  had  little  recoil  and  a  range  not  far  short  of  the 
musket.  Fitted  with  a  quick  loading  device  and  a  tubular  maga- 
zine for  bullets,  they  could  be  discharged  at  the  astonishing  rate  of 
forty  shots  per  minute.  A  rifle  designed  to  do  this  was  made  by 
the  Austrian  gunmaker  Girardoni  and  adopted  by  the  Austrian 
army  in  1780.  It  is  said  to  have  been  used  against  Napoleon,  who 
promptly  threatened  to  hang  any  soldier  found  with  one.  As  one 
writer  said:  '  such  a  murderous  gun  can  kill  a  man  without  his 
knowing  where  the  shot  came  from'.  A  rifle  of  this  pattern  was 
made  for  the  Prince  Regent  by  Samuel  Staudenmayer  of  Cock- 
spur  Street,  who  specialised  in  airguns. 

Most  of  the  guns  made  for  the  Prince  have  two  distinguishing 
features :  the  crest  of  the  Prince  of  Wales  feathers  on  the  grip  and, 
in  the  case  of  shoulder  arms,  a  green  velvet  pad  attached  to  the 
check  piece,  the  cost  of  both  accessories  being  shown  in  the 

0  Durs  Egg's  bill  for  upholstering  the  Boutet  gun  sold  by  him  reads:  'To  a  best 
Velvet  Cushion  to  the  Rich  Ornamented  double  Gun  by  Botet  and  a  small  one  for 
the  guard  with  Gold  Lace  .  .  .  £2  2  o". 


various  invoices  as  a  guinea  each5.  As  a  general  rule,  collectors  can 
assume  that  guns  with  silver  or  gold  crests  were  made  for  the 
Prince  or  his  friends,  and  those  with  a  brass  escutcheon  were  for 
the  use  of  servants.  (In  1810  several  footmen  were  armed  with 
pistols,  described  by  Baker  as  'best  Livery  pistols  with  swivels, 
roller  locks,  swivel  rammers  high  hammers  brass  mounted  with 
feathers  engraved  in  oval  on  stock',  at  -£12  per  pair.) 

I  mention  this  point  since  many  of  the  Regent's  guns  and  pistols 
are  in  private  collections  (Nos.  8  &  9),  and  occasionally  appear  in 
the  auction  rooms  (Nos.  10  &  11).  This  is  due  not  only  to  the 
depredations  from  which  all  large  collections  suffer,  but  to  the 
generosity  of  the  Prince  Regent  who  gave  away  many  of  his 
pieces  to  his  friends.  What  remains  to  us  at  Windsor,  however, 
still  forms  what  is  undoubtedly  the  finest  collection  of  English 
firearms  111  existence.  Those  who  have  had  the  privilege  of 
examining  these  arms  will  join  with  the  writer  in  the  hope  that 
one  day  they  will  receive  a  more  fitting  display,  and  that  a  new 
catalogue  will  be  prepared  to  replace  that  published  over  fifty 
years  ago. 

/ ,(///  indebted  to  Sir  Owen  Morshead  for  much  assistance  in  the  study 
of  records  in  the  Royal  Library  and  Archives  at  Windsor;  to  Sir  James 
Mann,  Surveyor  of  the  Queen's  JVorks  of  Arts,  for  permission  to 
examine  firearms  in  the  Windsor  Castle  Armoury;  and  to  Messrs. 
Lnchino  and  Beattie  of  the  Superintendent's  Office  for  the  facilities 
extended  to  me  in  connection  with  the  Carlton  House  Inventory. 


The  Raby  Bequest  of  English  Enamels 

to  Manchester  City  Art  Galleries 

Douglas  Hall 


THE  late  Mr.  Harold  Raby,  of  Kensington  House,  Withing- 
ton,  Manchester,  was  in  the  best  sense  of  the  word  a  modest 
collector.  His  deepest  concern  and  knowledge  were  in  ancient 
coins,  and  he  was  for  years  honorary  keeper  of  coins  at  the  Man- 
chester Museum,  to  which  he  bequeathed  his  own  extensive 
collection.  His  interest  in  English  enamels  may  have  been  a 
conscious  foil  to  this  preoccupation;  he  himself  traced  its  begin- 
ning to  a  tiny  very  battered  patch-box  which  he  had  inherited. 
Without  a  large  fortune,  he  bought  systematically  until,  at  the 
tune  of  his  death,  he  had  assembled  over  450  pieces.  Remarkably, 
he  made  some  of  his  most  distinguished  acquisitions  in  the  last 
few  difficult  years.  An  exhibition  of  the  collection  at  the  Man- 
ji  chester  City  Art  Gallery  in  1955,  when  it  was  already  known  that 
I  he  would  bequeath  the  enamels  to  the  gallery,  seems  to  have 
stimulated  him  to  add  more  to  it,  and  he  acquired  62  pieces  after 
I  that  date,  including  the  superb  casket  which  is  the  clou  of  the  col- 
lection. Mr.  Raby  not  only  bequeathed  to  the  Manchester 
f  Galleries  all  the  enamels,  but  allowed  its  representatives  to  select 
what  was  wanted  from  the  porcelain  that  he  had  also  collected  in 
1  earlier  years.  With  the  assistance  of  Mr.  Arthur  Lane,  over  250 
pieces  of  English  and  Chinese  porcelain  were  acquired  in  this  way. 

The  enamels  are  splendid  enough  to  have  given  Manchester 
what  must  be  by  far  the  best  collection  in  the  provinces  of  this 
art.  As  far  as  the  present  writer  knows,  very  few  people  were 
aware  of  the  quality  of  Mr.  Raby's  enamels,  and  none  of  them 
!  was  ever  published  or  reproduced.  Mr.  Raby  was  interested  in 
these  objects  mainly  as  objects.  He  made  little  study  of  their 
origins  or  date  sequence,  nor  did  any  of  his  collecting  have  any 
influence  on  his  surroundings  or  way  of  life,  which  remained 
those  to  which  he  was  brought  up.  The  comparative  smallness  of 
his  means  and  his  extremely  private  and  conservative  tastes  made 
all  the  more  remarkable  the  richness  of  the  enamel  collection  he 
made,  of  an  art  which  is  so  redolent  of  rococo  sentiment. 

Mr.  Raby  made  a  successful  attempt  to  collect  a  wide  variety  of 
enamelled  objects,  but  his  inclination  was  certainly  towards  rich- 
ness and  it  was  probably  not  until  late  in  his  career  that  he  fully 
realised  the  gulf  between  the  Battersea  and  the  developed  South 
Staffordshire  styles.  Consequently  the  collection  contains  only  a 
very  few  undoubtedly  Battersea  objects,  but  these  include  a  very 
beautiful  Paris  and  Hibernia  box  with  the  portrait  of  Maria  Gun- 
ning inside  (No.  1)  and  a  plaque  of  the  Sir  Robert  Walpole 
portrait.  Fortunately  the  Gallery  already  possessed  a  small 
number  of  Battersea  pieces  which  were  in  the  bequest  of  the  late 
F.  C.  Dykes,  including  the  Trojan  Horse  plaque  with  the  con- 
temporary inscription  which  has  been  an  important  means  of 
identifying  the  Battersea  production.  It  may  be  said  in  passing 
that  it  docs  not  appear  to  be  generally  known  that  the  important 
Dykes  Collection  of  transfer-printed  porcelain  and  enamel,  of 
which  a  good  many  pieces  have  been  published,  passed  to  Man- 
chester by  bequest  in  1947. 

The  Raby  Collection  does  not  include  any  documentary 
pieces  and  only  two  that  are  dated.  Of  these  one  is  most  un- 
typical, a  cowrie-shell  with  a  lid  enamelled  in  imitation,  dated 
1762  which  perhaps  places  the  manufacture  of  such  objects 


earlier  than  expected.  A  piece  which  is  of  particular  interest 
historically  is  a  snuff-box  (No.  2)  bearing  inside  the  lid  a  portrait 
of  the  Empress  Elizabeth  of  Russia,  while  on  the  outside  is  a 
battle  scene  and  an  untranslatable  inscription,  presumably  con- 
nected with  the  Seven  Years'  War  (1756-1762).  The  commercial 
raison  d'etre  of  this  box  raises  the  interesting  question  of  special 
and  outside  decoration  in  the  early  enamel  industry.  The  outside 
decoration  of  enamels,  which  must  certainly  have  existed,  and  its 
relation  to  contemporary  porcelain  decoration  has  not  been 
sufficiently  discussed  in  the  literature  of  the  subject.  The  Raby 
Collection  is  strong  in  good  pieces  of  the  early  post-Battersea 
period  which  provide  interesting  material  for  comparison  with 
porcelain.  A  large  casket  with  an  extensive  transfer-printed  land- 
scape on  the  lid  has  sides  decorated  with  painted  flower-bunches 
and  insects  of  very  high  quality  obviously,  as  might  be  expected, 
by  a  hand  practised  in  porcelain  decoration  (No.  3).  This  piece 
shows  a  pronounced  dichotomy  between  lid  and  body  which 
exists  less  obviously  in  many  other  pieces.  Clearly  a  homo- 
geneous shop  style  could  not  be  expected  to  spring  up  in  a  day  in 
the  Staffordshire  works  and  common  sense  would  suggest  that 
even  at  the  height  of  the  industry  there  must  have  been  extensive 
sub-contracting.  Another  piece  in  this  group  of  early  objects 
shows  mannerisms  in  the  painting  akin  to  the  style  of  the  Giles 
workshop,  but  it  is  not  a  Battersea  piece  (No.  4). 

The  general  dependence  of  enamels  on  porcelain  has  of  course 
always  been  clear  and  is  certainly  attested  by  many  articles  in  the 
Raby  Collection,  as  for  instance  in  a  plate  (No.  5)  with  pierced 
trellis  edges,  decorated  with  a  view  of  Osterley  House.  The 
animal  and  human  heads  inspired  by  the  toys  of  Chelsea  and 
European  manufacturers  are  extremely  well  represented  (Nos.  6 
&  7).  Several  of  these  splendid  heads,  Neptune,  the  Queen,  the 
Moor,  the  Negro,  are  illustrated  in  the  Schreiber  Collection  by 
other  examples.  Especially  interesting  among  the  animal  groups 
is  one  on  a  circular  base  of  a  lion  devouring  a  stag,  for  it  repro- 
duces both  the  form  and  spirit  of  a  late-Gothic  root-boss  (No.  8). 
This  is  one  of  the  very  few  pieces  which  seem  to  refer  back  to  any 
native  tradition  or  have  anything  of  the  character  of  vernacular 
art.  Enamelling  was  always  an  essentially  exotic  art;  which  of 
course  is  not  to  say  that  the  English  makers  did  not  introduce  a 
strain  of  naivety  into  their  versions  of  the  Continental  luxuries 
that  inspired  them. 

As  one  would  expect,  the  established  'Staffordshire'  style, 
including  some  examples  without  the  rococo  scrollwork  in 
raised  gilt  which  became  general,  is  most  strongly  represented  in 
the  Raby  Collection.  Almost  every  type  is  there,  although  there 
are  very  few  really  large  objects  other  than  candlesticks.  The  out- 
standing piece  is  the  magnificent  casket  which  shows  all  the 
qualities  of  the  style  in  their  highest  development,  though  there 
are  perhaps  finer  landscapes  on  other  pieces.  The  quality  of  the 
metalwork  in  this  casket  perhaps  suggests  Boulton  and  Watt 
(No.  9).  The  jewel  of  the  collection  for  state  and  finish  is  a  small 
tobacco-box,  the  sides  of  which  bear  charming  versions  of  the 
'Wlutton  Anglers'  and  other  scenes  from  The  Ladies  Amusement 
which  are  so  familiar  on  enamels,  while  the  lid  has  a  splendid 
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I.  Battersea  enamel  snuff-box,  transfer-printed  with  the  subject  of  Paris 
and  Hibernia,  engraved  by  Ravenet. 


2.  Enamel  snuff-box,  probably  decorated  between  1756  and  1762,  with  the 
portrait  of  the  Empress  Elizabeth  of  Russia.  On  the  lid  is  a  battle  scene. 


3.  Enamel  casket,  probably  1755-60,  the  sides  painted  in  porcelain  style  with 
flower  bunches  and  insects,  the  lid  transfer-printed  and  painted. 


4.  Enamel  snuff-box  with  painted  decoration,  probably  1755-60. 


5.  Enamel  plate,  the  centre  painted,  probably  over  a  print,  with  a  view  of 
Osterley  House,  on  a  rose-pink  ground. 


5       6.  Enamel  boxes,  or  'toys',  in  the  form  of  human  heads. 


7  &  8.  Enamel  boxes,  in  the  form  of  animals  and  animal  heads,  of  the 
highest  quality.  9.  This  enamel  casket  contains  a  pair  of  tea-caddies,  and 
a  sugar-box.  The  metal  mounts  are  of  high  quality.  10.  Enamel  tobacco- 
box  in  outstanding  condition,  the  sides  decorated  with  subjects  from  The 
Ladies  Amusement.  II.  Enamel  casket  with  landscapes  of  unusual  delicacy 
on  a  rose-pink  ground. 


ro 


rather  Zuccarellian  Italianate  landscape  painted  in  dense  colours 
and  bathed  in  a  pinkish  glow  (No.  10).  In  contrast,  a  large  un- 
fitted casket  or  box  of  a  rather  thin  body  exhibits  on  the  sides 
delicately  drawn  and  palely  tinted  landscapes  of  a  fresh  natural- 
ism, much  exceeding  in  quality  the  heavier  and  more  conven- 
tional rococo-pastoral  landscape  on  the  lid  (No.  11). 

Scenes  from  The  Ladies  Amusement  appear  in  varying  degrees 
ol  skill  on  many  other  pieces.  There  is  also  an  impressive  group 
of  boxes,  all  of  high  quality  in  the  mounts  and  subsidiary  details, 
decorated  with  scenes  of  gallantry  from  French  originals.  One 
conspicuous  example  has  a  known  Hancock  design  as  subsidiary 
decoration,  others  are  combined  with  Ladies  Amusement  motifs 
often  showing  the  dichotomy  already  referred  to,  which  was 
perhaps  inevitable  in  such  an  eclectic  art.  These  particular  pieces 
show  a  somewhat  hectic  richness,  the  highly-coloured  amours  of 
their  lids  enclosed  in  elaborate  gilded  scrolls  and  patterns  of 
raised  white  and  gilt  upon  colours  imitated  from  Sevres  (No.  13). 
Yet  in  the  most  accomplished  objects  of  the  developed  style  the 
richness  does  amount  to  a  symphony  of  gilt  and  colour,  formal 
and  figurative  decoration,  enlivened  by  the  freshness  and 
naturalism  of  the  latter. 

The  variety  of  useful  objects  made  in  enamel  is  well  illustrated 
by  the  Raby  pieces,  but  their  effect  as  works  of  art  is  slight 
because  they  show  a  rather  slavish  dependence  on  forms  estab- 
lished by  other  media,  especially  silver.  However  the  interest  of 
enamels  is  hardly  ever  in  the  form,  but  depends  on  the  ingenuity 
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12.  Late  eighteenth-century  boxes  of  English  north  country  topographical 
or  topical  interest. 

13.  Enamel  snuff-box,  the  lid  painted  with  a  subject  known  as  Les  Amants, 
after  Nattier,  the  sides  with  subjects  from  The  Ladies  Amusement,  the 
bottom  painted  with  a  peacock  in  a  landscape  in  the  Hancock  manner. 

14.  Three  enamel  candlesticks  with  classical  scenes  in  reserves. 

with  which  a  limited  repertory  of  ornamental  motifs  of  much 
charm  and  elegance  were  adapted  to  the  exigencies  ot  all  kinds  of 
shape.  Most  of  the  objects  such  as  writing-cases,  standishes, 
candlesticks  and  the  like  date  from  the  later  period  when  the 
ornamental  style  was  already  firmly  established  and  tending  to 
become  stereotyped. 

Last  but  certainly  not  least  in  numbers  in  the  Raby  Collection 
is  a  big  group  of  the  small  boxes  which  were  produced  in  the  last 
phase  of  the  industry  in  the  late  eighteenth  and  early  nineteenth 
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centuries,  after  the  more  elaborate  objects  had  become  un- 
fashionable and  uneconomic.  These  must  have  sold  very  cheaply 
and  were  obviously  decorated  to  customers'  requirements.  Many 
of  them  convey  trite  sentiments  or  greetings  or  act  as  the  equiva- 
lent of  picture-postcards.  The  collection  has  a  group  of  English 
late  eighteenth-century  north-country  interest  either  topo- 
graphical or  topical,  such  as  one  showing  the  protest  against  the 
tax  on  horses  (No.  12)  of  a  Stockport  farmer  who  rode  a  cow  to 
market.  These  little  objects  continue  in  much  reduced  form  some 
of  the  earlier  mannerisms.  They  are  no  longer  of  enough  import- 
ance to  reflect  cultivated  taste  as  the  earlier  pieces  did.  The 
enamel  industry  was  barely  affected  by  neo-classicism.  It  clung  to 
the  rococo  as  long  as  possible  and  went  down  with  it. 

The  Raby  enamels  provide  the  opportunity  to  study  a  very 
representative  section  of  the  art  in  a  fairly  small  compass  and  will 
certainly  have  to  be  taken  into  account  by  future  writers  on  the 
subject,  together  with  those  of  Mrs.  Ionidcs,  the  Schreiber 
Collection  in  the  British  Museum  and  the  one  formed  by  Her 
late  Majesty  Queen  Mary.  A  close  study  of  it  by  the  present 
writer  has  very  much  borne  out  what  has  been  commented  on  by 
others — the  remarkable  uniformity  of  style  in  all  the  pieces  of  the 
mature  period.  Any  attempt  to  classify  the  objects  according  to 
the  personal  mannerisms  of  the  painters  involved  constantly 
breaks  down  because  objects  appear  which  form  stylistic  bridges 
between  the  groups.  It  is  clear  that,  in  spite  of  the  size  of  the 
industry,  the  figurative  parts  of  the  decoration  at  least  were  in  a. 
very  few  hands.  It  is  slightly  easier  to  classify  types  of  scrollwork 
and  decorative  pattern,  but  these  divisions  seem  to  cut  across  any 
possible  divisions  of  the  painting.  These  observations  seem  to 
support  the  view  that  the  industry  was  not  organised  in  a  large 
number  of  self-contained  shops. 

Accepting  that  documentary  evidence  about  the  industry, 
which  never  marked  its  products,  is  not  very  likely  to  be  forth- 
coming, the  need  seems  to  be  for  large-scale  careful  comparison 
and  classification  of  all  enamels  collections  on  the  basis  of  style, 
together  with  a  careful  comparison  with  ceramic  decoration.  Or 
at  any  event,  for  the  publication  of  results.  It  is  hoped  that  these 
observations  by  a  newcomer  to  enamels  will  be  indulgently 
regarded  by  the  established  workers  in  the  held,  and  that  the 
Raby  Collection  will  offer  them  some  interesting  new  com- 
parative material. 
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Some  Anglo-Saxon  Carvings  in  Ivory 

John  Beckwith 


AP  A  I R  of  ivory  panels  in  the  Victoria  and  Albert  Museum1 
illustrate  two  stages  in  the  development  of  early  mediaeval 
art  in  England.  On  one  side  the  panels  are  carved  with  representa- 
tions of  the  Transfiguration  and  the  Ascension  (Nos.  i  &:  2)  in  an 
identical  style.  This  style  is  influenced  by  two  continental  schools 
of  the  Carolingian  revival:  the  so-called  Ada  group,  of  which  the 
manuscripts  and  some  of  the  ivory  carvings  are  products  of  a 
Court  workshop,  and  the  Reims-Liuthard  group.  The  back  of 
the  Transfiguration  panel  is  carved  with  a  curious  representation 
of  the  Last  Judgment  (No.  3),  evidently  considerably  earlier  in 
date  than  the  front.  The  back  of  the  Ascension  panel  is  decorated 
with  two  smaller  panels  enclosing  a  pair  of  birds  and  a  pair  ot 
goats  entangled  in  interlace  and  the  two  panels  are  surrounded 
by  a  border  of  scroll  ornament  inhabited  by  birds  and  animals 
(No.  4).  This  latter  is  similar  in  style  to  the  border  of  an  ivory 
panel  in  the  Bayerisches  Nationalmuseum  in  Munich.-  The 
border  of  the  Munich  panel  encloses  an  orant  woman  standing 
between  candlesticks — probably  the  Virgin — the  evangelical 
symbols  and  twelve  Apostles  (No.  5).  The  scene  was  identified  by 
Berliner  as  the  Assumption  of  the  Virgin,  but  it  might  equally 
well  refer  to  the  Ascension. 

Both  Goldschmidt  and  Miss  Longhurst  noted  the  stylistic 
similarities  between  these  three  panels.3  Goldschmidt  assigned 
the  group  to  the  School  of  Tours  111  the  ninth  century  on  the 
ground  of  their  likeness  to  manuscripts.  Miss  Longhurst  found 
this  ascription  difficult  to  accept,  and  although  she  compromised 
with  a  general  attribution — 'Carolingian,  late  eighth  or  early  ninth 
century' — she  pointed  out  that  the  parallel  with  English  carvings 
and  manuscripts  seemed  to  be  closer  than  either  the  Tours  manu- 
scripts or  carvings  at  the  Cathedral  of  Chur,  cited  by  Berliner.4 
Miss  Longhurst  gave  no  precise  English  references,  but  no  doubt 
she  had  in  mind  the  Codex  Amiatinus  (fol.  796b) — the  manuscript 
was  written  at  Jarrow  for  the  first  abbot  Ceolfrid  (d.  716) — 
wherein  the  ungainly  gestures  of  the  angels  and  the  evangelists 
approach  those  on  the  London  and  Munich  panels,5  the  Cassi- 
odorus  in  Psalmos  (Durham,  13.11.  30),  fol.  81b,  where  the  drapery 
is  similar  to  that  of  the  Virgin  in  the  Munich  panel,6  the  Stock- 
holm Codex  Aureus  fol.  9b  and  the  Canterbury  Psalter  (Brit. 
Mus.  Vespasian,  A.i)  fol.  30b  where  figures  and  drapery  come 
j  close  to  the  London  panel  of  the  Last  Judgment. ;  In  sculpture, 
the  carving  on  the  Cross  at  South  Church,  St.  Andrew,  Auck- 
land, in  Co.  Durham  offers  a  similar  treatment  of  animals  and  a 

1  V.  and  A.  No.  253-1867,  254-1863.  From  the  Webb  Collection. 

2  cf.  R.  Berliner,  Kataloge  des  Bayerischen  Nationalmuseums,  Die  Bildwerke  in 
Elfenbein,  etc.,  Augsburg,  1926,  No.  6  (M.A.  164). 

3  cf.  A.  Goldschmidt,  Die  Hlfenbeinskulptttren  aus  der  Zeit  der  karolingischen  mid 
sdchsischeu  Kaiser,  VIII-IX  Jahrh.,  I,  Berlin,  1914,  Nos.  178,  179,  180;  M.  H. 
Longhurst,  Catalogue  of  Carvings  in  Ivory,  Victoria  and  Albert  Museum,  London. 
1927,  I,  pp.  64-66. 

4  cf.  R.  Berliner,  op.  cit.,  p.  8. 

6  cf.  T.  D.  Kendrick,  Anglo-Saxon  Art  to  A.I).  900,  London,  1938,  pi.  XI  II 
•  ibid.  pi.  LIV. 
'  ibid.  pi.  LXV. 


similar  twisting  ot  the  heads  of  the  figures.8  The  shaft  of  a  Cross 
at  Rothbury  also  provides  analogies  in  the  treatment  of  heads  and 
the  animals  in  scrolls.9  Some  stone  carvings  at  Brecdon-on- 
thc-Hill  include  the  half-length  figure  of  the  Virgin  which 
approaches  the  Virgin  on  the  Munich  panel  and  the  treatment  of 
the  eyes  is  close  to  that  in  the  Last  Judgment.10  The  manuscripts 
quoted,  with  the  exception  of  the  Codex  Amiatinus,  date  from 
about  750  and  the  sculptures  to  the  late  eighth  century.  Miss 
Longhurst's  suggestion  and  dating  would  seem,  therefore,  to 
be  substantially  correct. 

The  reliefs  of  the  Transfiguration  and  the  Ascension  on  the 
other  sides  of  the  London  panels  were  assigned  by  Goldschmidt 
to  a  school  related  to  the  Liuthard  group  in  the  middle  of  the 
ninth  century."  He  recognised  the  close  similarity  of  style  with 
two  ivory  bookcovers  (Nos.  6  &  7)  on  Bibhotheque  Nationale 
Cod.  lat.  323  at  Paris — an  evangelistary  of  the  middle  of  the 
ninth  century — and  thought  that  the  figure  and  ornamental  style 
of  the  manuscript  came  close  to  the  ivory  reliefs:  therefore,  the 
same  provenance  was  probable.  But  a  comparison  of  the  reliefs 
with  the  representation  ot  Christ  on  fol.  13V  makes  this  hypothe- 
sis unacceptable  (No.  8).  The  Paris  reliefs  are  set  in  a  narrow  late 
Gothic  silver  frame  on  a  modern  black  leather  binding.  There  is 
no  reason  to  suppose  that  the  reliefs  and  the  manuscript  came 
from  the  same  workshop  or  are  of  the  same  date.  Indeed,  the  fact 
that  both  sides  of  the  London  panels  are  carved  predicates  a  lapse 
ot  tune  considerably  longer  than  fifty  years  or  so  before  the  most 
recent  artist  turned  his  hand  to  them. 

The  style  ot  the  reliefs  should  be  compared  with  the  Alccstcr 
tau-cross  (No.  9),  dating  from  the  late  tenth  century,12  where  the 
form  of  Christ,  the  movement  of  the  body,  and  the  drapery  come 
remarkably  close  to  the  London  panels.  A  comparison  with 
Anglo-Saxon  drawings  and  illuminations  also  provides  interesting 
parallels:  the  Christ  in  Majesty  (No.  10)  in  Athelstan's  Psalter  (c. 
935)  for  drapery  and  the  figure  of  Christ;13  a  drawing  of  Christ 
(No.  1  1)  with  St.  Dunstan  at  his  feet  (c.  960)  for  similar  forms  and 
drapery;14  a  drawing  of  Luxuria  dancing  (No.  12)  provides,  in 
the  late  tenth  century,  a  similar  headdress  to  that  of  the  Virgin  on 
the  Paris  bookcovcr  and  a  similar  reluctance  to  be  confined  by 
the  frame;1'  and  St.  Pachomius's  ecstatic  collapse  on  receiving 

s  ibid.  pi.  L II. 
a  ibid.  pi.  LXIV. 

10  ibid.  pi.  LXXII. 

11  Goldschmidt,  op.  tit.,  Nos.  69,  70,  71a  and  b.  On  the  Liuthard  group,  cf.  ibid., 
pp.  23  rf. ;  A.  M.  Friend.  'Carolingian  Ai  t  in  the  Abbey  of  Saint-Denis",  Art 
Studies,  I.  1932,  pp.  67  flf. ;  H.  Swarzenski,  'The  Dowry  Cross  of  Henry  II  .  in 
Studies  in  Honor  of  A.  M.  Friend,Jnr.,  Princeton,  1955,  pp.  301  fF. 

12  Dr.  Hanns  Swarzenski  was  the  first  to  assign  these  reliefs  to  an  Anglo-Saxon 
workshop.  I  should  like  to  thank  him  here  for  the  many  fruitful  discussions  on  this 
and  other  problems  in  connection  with  mediaeval  ivory  carvings.  For  the  Alcester 
Tau-cross,  cf.  IX  Talbot  Rice,  English  Art  871-1  100,  Oxford.  1952,  pi.  40. 

13  cf.  T.  1).  Kendrick,  Late  Saxon  aiui  Viking  Art,  London,  1949,  PP-  3.  3°.  31! 
H.  Swarzenski,  Monuments  of  Romanesque  Art,  London,  1954,  pi.  54,  fig.  123. 

14  cf.  Francis  Wormald,  English  Drawings  of  the  Tenth  and  Eleventh  Centuries, 
London,  1952,  pi.  1,  and  pp.  24-25,  74. 

15  cf.  ibid.  pi.  6  (a),  and  pp.  28-29,  66. 
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1.  The  Transfiguration.  In  the  upper  part  Christ  stands  between  Moses  and  Elias;  above  is  the  Dextera  Dei  issuing  from  clouds.  Below  are  three  small 
buildings,  and  in  the  foreground  St.  Peter,  St.  fames  and  St.  John  prostrate  themselves.  V.  and  A.  No.  253-1867  (14.5  X  8  cms.). 

2.  The  Ascension.  Above,  Christ  in  a  mandorla  ascends  into  heaven.  The  angels  on  either  side  both  adore  Christ  and  address  the  Virgin  and  the  Apostles 
standing  below.  Several  of  the  Apostles  are  depicted  in  very  low  relief.  V.  and  A.  No.  254-1867  (14.5  ■  8  cms.). 

3.  The  Last  Judgment.  Upon  the  scroll  in  Christ's  right  hand  is  the  inscription  VENITE  BENEDICfTI  P)ATR(IS)  MEI  P(ER)CIPITE  REG(NUM) 
VO(BIS).  The  text  (Matt,  xv,  34;  is  not  taken  from  the  Vulgate  but  from  the  old  Latin  version  as  quoted  by  the  early  Fathers.  The  relief  is  one  of  the 
earliest  examples  of  a  developed  representation  of  the  Last  Judgment  in  Western  art.  V.  and  A.  No.  253-1867  (14.5  X  8  cms.). 

4.  Decorative  panel.  When  the  panel  w  as  recarved,  provision  was  made  for  two  hinges  and  a  lock.  It  can  hardly  have  been  used  as  a  diptych  as  suggested 
by  Miss  Longhurst.  The  two  panels,  when  recarved,  were  cither  treated  as  a  bookcover  or,  perhaps,  were  attached  to  the  doors  of  a  small  tabernacle. 
V.  and  A.  No.  254-1S67  (14.5   ■  8  cms.).  This,  and  illustrations  1,  2  and  3,  are  Victoria  and  Albert  Museum  Crown  Copyright. 

5.  The  Assumption  or  the  Ascension.  The  iconographical  oddity  of  this  panel  reinforces  the  possibility  of  Anglo-Saxon  workmanship.  It  has  been  suggested 
that  the  panel  was  originally  the  side  of  a  box.  111  w  hich  case  Christ  ascending  would  have  appeared  on  the  lid.  Munich,  Bayerischcs  Nationalmuseum 
M.A.  164(10  X  30.7  cms.). 
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6.  Christ  in  Majesty-  Christ  is  represented  in  a  richly 
carved  mandorla  between  two  angels  and  St.  Peter  and 
St.  Paul.  Below  is  Oceanus.  Paris,  Bibl.  Nat.  cod.  lat.  323 
(15.8  ■  II. 3  cms.). 

7.  The  I  irgin  and  Chihl  Enthroned.  Paris,  Bibl.  Nat.  cod. 
lat.  323  (15.4  ■  1 1  cms.). 

8.  Christ  in  Majesty.  Goldschmidt  connects  the  style  with 
the  so-called  School  of  Corbie.  Kochlcr  assigned  it  to  the 
middle  of  the  ninth  century.  Paris,  Bibl.  Nat.  cod. 
lat.  323.  fol.  13V.  Detail.  Courtesy  Maria  Laach  and  the 
Warburg  Institute. 

9.  The  Alcester  Tan-Cross.  On  one  side,  Christ  on  the 
Cross;  on  the  other,  shown  here,  Christ  treading  the 
Beasts.  Found  in  a  rectory  garden  at  Alcester,  Warwick- 
shire. The  floral  ornament  is  inhabited  by  beasts  and 
monsters.  On  the  top,  panels  ot  geometric  ornament. 
British  Museum. 


the  Easter  Tables  111  a  manuscript  written  for  Christ  Church, 
Canterbury  in  the  first  half  of  the  eleventh  century  echoes  the 
amazement  of  the  Apostles  on  the  Transfiguration  panel."' 

Although  undoubtedly  under  the  influence  of  the  Reims- 
Liuthard  School,  the  reliefs  divided  between  London  and  Paris 
would  seem  to  be  closer  in  style  to  work  done  111  Anglo-Saxon 
monasteries  in  the  tenth  century.  The  figures  are  larger  in  scale 
and  arc  less  deeply  undercut  than  the  Liuthard  carvings;  the 
drapery  is  less  staccato  and  crinkled.  The  forms  are  surely  in- 
fluenced at  some  remove  by  the  Ada  style  as  is  the  "first  style'  of 
some  English  tenth-century  drawings.17  But  the  heads  poking 

16  cf.  ibid.  pi.  24  (a),  and  pp.  43,  66. 

17  cf.  ibid.  p.  26  ff. 


forward  and  the  large  gesticulating  hands  clearly  derive  horn 
Reims  and  may  be  found  passim  in  the  Benedictional  of  Aethel- 
wold  (f.  975-yXo).18  On  the  other  hand,  the  reliefs  would  appear 
to  have  been  carved  before  the  Benedictional  was  undertaken 
and  before  the  arrival  of  the  Utrecht  Psalter  in  England  tow  ards 
the  end  of  the  century.  The  mannerisms  of  Harlev  MS. 603'''  and 
the  sequence  of  ivory  carvings  related  to  manuscripts  like  the 
Grimbald  Gospels,-"  with  their  agitated  drapery,  cross-rhvthms 
of  folds  deeply  cut,  and,  in  the  case  of  the  ivory  carvings,  a  certain 

18 cf.  (i.  F.  Warner  and  II.  A.  Wilson,  The  Benedictional  of  Aethelwold,  Oxford, 
The  Roxburghe  Club,  1910. 

19  cf.  C.  R.  Dodwcll.  The  Canterbury  School  of  Illumination,  Cambridge  University 
Press,  19S4,  pi.  1  :  Wormald,  op.  cit.  pi.  io-i  1 . 

20  cf.  Swarzenski,  Monuments  of  Romanesque  An.  pi.  62. 
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10.  Christ  in  Majesty  surrounded  by  the  Heavenly  Choirs.  From  the  so-called 
Psalter  ot  King  Athelstan  (925-940).  Dr.  H.  Swarzenski  has  suggested  a 
possible  provenance  at  Winchester.  British  Museum,  MS.  Cotton,  Galba, 
A.  XVIII,  fol.  35r. 

11.  St.  Dunstan  kneeling  before  Christ.  Probably  drawn  at  Glastonbury  and 
associated  with  St.  Dunstan.  Professor  Francis  Wormald  has  shown  that 
this  style  depends  from  the  Ada  School  of  Carolingian  illuminators  and 
that  in  general  the  figure  of  Christ  should  be  compared  with  the  figures  of 
prophets  and  that  of  Christ  on  an  ivory  book-cover  from  Lorsch,  shared 
between  the  Vatican  and  the  Victoria  and  Albert  Museum,  also  a  work  of 
the  Court  school  of  the  Carolingian  period.  Oxford,  Bodleian  MS.  Auct. 
F.  iv.  32,  fol.  1 . 

12.  Luxuria  dancing.  From  drawings  in  a  copy  ot  Prudentius'  Psychomachia, 
of  different  dates.  This  example  is  of  the  late  tenth  century.  British  Museum, 
Add.  MS.  24199,  fol.  18. 


harshness  of  line,  arc  not  present.  It  seems  likely,  therefore,  that 
the  group  under  review  was  carved  some  time  between  960  and 
975.  It  is  difficult  to  suggest  a  particular  workshop.  The  religious 
houses  responsible  for  Anglo-Saxon  artistic  production  were 
closely  related;  they  were  all  children  of  the  mid-tenth  century 
reforming  movement.  Unlike  the  continental  schools  the  different 
styles  cannot  be  associated  with  a  particular  locality.  But  the 
artists  at  Canterbury  who  copied  the  Utrecht  Psalter,  it  has  been 
noted,-1  could  hardly  have  been  able  to  render  and  recreate  so 
-'  cf.  ibid.  p.  23. 


convincingly  the  impressionistic  narrative  style  if  they  had  not 
had  an  inborn  taste  and  an  inner  affinity  for  its  specific  linear 
qualities.  A  reflection  ot  such  taste  and  affinity  is  to  be  found  on 
the  London  and  Paris  ivory  panels. 

Acknowledgments:  I  should  like  to  thank  the  following  friends  and 
colleagues  who  have  kindly  supplied  photographs:  Dr.  Theodor 
Miiller,  Director  of  the  Bayerisches  Nationalmuseum,  Munich;  Mr. 
Peter  Lasko,  Department  of  British  and  Mediaeval  Antiquities,  British 
Museum;  Mrs.  Enriqueta  Frankfort,  The  Warburg  Institute. 
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Twelve  Favourite  Paintings 

Terence  Kennedy 

TH  E  picture  collection  belonging  to  Sir  Simon  and  Lady 
Marks,  now  divided  between  their  homes  in  London  and  in 
the  country  as  seen  above  and  at  right,  was  started  in  the  'twenties 
when,  on  a  visit  to  Paris,  they  happened  upon  a  small  canvas  by 
Renoir  that  appealed  to  them.  Sir  Simon  was  so  enthralled  by  his 
purchase  that  he  immediately  bought  nine  drawings  by  the  same 
artist.  Those  were  the  early  days;  long  before  the  general  public 
was  crowding  the  salerooms  in  pursuit  of  the  Impressionists.  On 
the  contrary,  two  of  the  best  drawings  which  Sir  Simon  gave  to 
the  'Baldwin  Fund  for  Refugees'  sale  were  so  little  appreciated 
that  they  fetched  a  mere  token  price. 

'But  we  used  to  spend  our  leisure  hours  going  from  gallery  to 
gallery',  Lady  Marks  reminisced  as  we  were  preparing  this 
article  on  the  twelve  favourite  paintings  in  their  collection. 
'Friends  more  versed  in  the  arts  than  we  were  opened  a  new 
world  to  us  when  they  introduced  us  to  Pissarro,  and  Monet,  and 
Renoir,  especially  to  Renoir.' 

The  years,  and  a  selective  collection  consisting  of  such  varied 
schools  as  Guardi,  Zuccarclli,  Wouverman,  van  Ruysdael, 
Reynolds,  and  others  on  to  Sisley,  Vlaminck,  Vuillard,  and 
Utrillo  have  not  dulled  their  early  enthusiasm.  Nor  are  they 
inconstant.  That  first  little  Renoir,  Champs de  Roses,  here  illustrated, 
still  commands  place  d'honncur  in  Sir  Simon's  bedroom. 

When  first  approached  to  allow  twelve  of  their  favourite 
paintings  to  be  shown  in  The  Connoisseur,  Sir  Simon  and  Lady 
Marks  demurred.  It  is  a  difficult  task  to  select  a  dozen  pictures  m 


(Tup).  The  Drawing  Room  at  Sir  Simon  and  Lady  Marks'  (Jrosvenor 
Square,  London,  home,  and  (above)  the  Drawing  Room  at  'Titlarks',  their 
home  at  Ascot  in  Berkshire. 
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preference  to  others  equally  cherished.  To  reach  a  solution,  each 
of  the  twelve  pictures  illustrated  was  chosen  because  of  its  in- 
dividuality, its  history,  or  its  association  with  a  particular  event. 

Let  us  take,  for  example,  the  Renoir  nude  which  hangs  in  a 
discreet  corner  of  the  lounge  at  'Titlarks',  Sir  Simon  and  Lady 
Marks'  country  house  near  Ascot.  Contrary  to  the  artist's  later 
Baigneuses,  in  which  a  deep  rosy  shade  is  predominant,  the  flesh 
tones  of  this  particular  nude  which  was  painted  in  1890  have  an 
ivory  texture  and  iridescence  that  makes  one  want  to  stroke  it. 
Its  companion  piece  on  the  opposite  wall  is  the  well-known 
Dejeuner  a  Berneval.  Painted  in  1898,  it  depicts  the  Renoirs' 
interior  with  the  painter's  eldest  son  studying  a  manuscript  while 
little  Claude,  the  famous  'Coco',  supervises  the  table  laying. 

There  are  several  other  Renoirs  at  'Titlarks'  most  worthy  of  the 
name,  but  for  the  prettiest  of  them  all  we  must  return  to 
Grosvenor  Square  in  London.  There,  over  the  fireplace  in  the 
pale  grey  and  gold  Louis  XVI  drawing  room,  is  Mademoiselle 
Berard.  She  is  an  enchantment.  The  child's  great-great-grandson, 
a  friend  of  Sir  Simon  and  Lady  Marks,  relates  that  Renoir  himself 
was  so  pleased  with  it  when  he  painted  it  in  1879  that  he  made  no 
less  than  six  identical  copies.  As  for  a  beautiful  landscape,  Antibes, 
1893  is  typical  of  Renoir's  later  period  in  which  a  blue  sea 
reflecting  the  pinkish  glow  of  the  sky  is  seen  through  the  feathery 
trees  of  an  olive  grove. 

The  correct  hanging  of  paintings  is  vitally  important.  Often 
the  beauty  of  individual  pictures  is  lost  in  many  fine  collections 
because  of  the  haphazard  way  they  are  placed  one  after  the  other. 
One  is  made  to  feel  that  the  more  famous  names  there  are 
jumbled  together  on  a  wall  the  better,  the  pictures  themselves 
being  of  secondary  importance.  This  is  not  the  case  at  'Titlarks 
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(Right).  Camille  Pissarro.  Gard- 
euse  d'Oies  Assise  (1891). 

(Below  right).  Pierre-Auguste 
Renoir.  Seated  Nude  (1890). 


or  at  Sir  Simon  and  Lady  Marks'  flat  in  Grosvcnor  Square. 

In  the  drawing  room  at  the  latter  address,  let  us  contemplate, 
for  instance,  the  three  fine  paintings  on  the  far  wall.  Each  compli- 
ments the  other.  In  the  centre  is  Degas'  Ballet,  1885,  flanked  on 
either  side  by  two  exquisite  Pissarros,  La  Fileuse  d'Herbe  (i  883)  on 
our  left  and  the  Paysanne  Poussant  unc  Brouette,  Eraony  (1884)  on 
our  right.  The  overall  colouring  in  the  three  paintings  is  pale  blue 
and  purple,  fading  to  lavender. 

Pissarro  is  apparently  second  only  to  Renoir  in  the  affections  of 
Sir  Simon  and  his  wife  judging  by  the  many  splendid  toiles  by 
that  great  master  in  both  their  London  and  country  residences. 
Incidentally.  La  Fileuse  d'Hcrbc,  which  was  on  loan  to  the  Tate 
Gallery  for  a  long  period  before  the  war,  once  belonged  to  the 
artist's  son,  Lucien.  The  other,  the  Paysanne  Poussant  tine  Brouette 
was  posed  by  his  nursemaid  in  the  family's  old  garden.  He  ^azed 
at  it  nostalgically  when  he  visited  its  present  owners.^  The 
Gardeuse  d'Oies  Assise  is  another  lovely  Pissarro:  painted  in  1891, 
the  year  that  marked  the  beginning  of  his  'Pointillism'  period. 

The  entrance  hall  of  Sir  Simon  and  Lady  Marks'  London  home 
is  a  large  Regency  room,  oval  in  shape,  and  supported  by 
marbchzed  Corinthian  columns.  It  is  very  impressive  and  serves  as 
an  ideal  setting  for  the  large  painting  by  Monet,  Bras  de  I  'cine 
(1885).  Near  it  is  La  Vieille  Fileuse.  Corot  painted  this  during  his 
most  romantic  period  in  1  849.  It  is  difficult  to  describe  its  delicate 
colouring  and  the  lightness  of  the  leaves  suspended  like  silver 
haloes  from  the  branches  in  Corot's  inimitable  style. 

To  conclude,  Boudin  shows  us  the  Entree  du  Port  de  Trouville  as 
it  must  have  looked  in  1890,  the  year  it  was  painted. 

"It  reminds  me  of  Guardi',  says  Lady  Marks,  and  I  see  what  she 
means. 
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Chippendale,  The  Director,  and 
some  Cabinet-makers  at  Blair  Castle 


Anthony  Coleridge 


T  N  an  article  on  George  Sandeman  and  the  broomwood 
X furniture  at  Blair  Castle,1  the  present  writer  hinted  at  the  fine 
examples  of  Georgian  furniture  in  the  castle  for  which  the  original 
accounts  from  the  cabinet-makers  are  extant.  The  purpose  here  is 
to  discuss  some  of  these  sets  and  pieces  of  furniture  together  with 
their  hills,  so  that  one  may  complement  the  other. 

The  2nd  Duke  of  Athoil,  who  succeeded  in  1724,  was  chiefly 
responsible  for  the  refurnishing  and  decoration  of  the  state  rooms 
of  Blair  Castle,  or  Atholl  House  as  it  was  then  called,  which  were 
earned  out  during  the  mid  decades  of  the  century.  It  was  during 
this  period  that  he  ordered  from  John  Gordon  of  Swallow  Street, 
Argvle  Buildings  (or  Argyle  Street)2  two  important  sets  of  seat 
furniture.  The  first  is  formed  by  six  mahogany  open  armchairs 
(No.  1)  and  two  settees,  the  seat  rails  of  which  are  carved  in  relief 
with  scrolls  centred  by  foliage.  All  the  legs  arc  carved  with 
pendant  husk  motifs  and  terminate  in  hairy-paw  feet,  it  being 
usually  a  sign  of  the  highest  craftsmanship  when  the  back  legs 
are  treated  as  the  front.  The  account  (No.  2),  which  is  dated  the 
4th  April,  1753,  shows  that  the  set  cost  ^36  10s.  od.,  the  settees 
being  ^14  10s.  od.  for  the  pair,  and  the  chairs  about  jT$  14s.  od. 
each.  As  they  were  only  upholstered  in  'canoss'  or  canvas,  it  was 
by  no  means  an  inexpensive  set. 

The  other  set  consists  of  eight  mahogany  side  chairs  (Nos.  3  and 
4),  the  frameworks  of  which  are  carved  with  fish  scale  ornamenta- 
tion in  a  highly  naturalistic  manner.  The  scale  carving  is  not 
confined  to  the  scat  rails,  but  is  found  in  addition  on  the  front  and 
back  scrolled  legs.  The  knees  of  each  chair  are  carved  with  pendant 
hare-bells  and  the  toes  with  acanthus  foliage  (No.  4).  John 
Gordon,  in  his  account  of  17th  fune,  1756,  describes  them  as  'K 
mahogany  chairs,  carv'd  frames  in  fish  scales,  with  a  french  foot 
and  carv'd  leaf  upon  the  toe'.  Chippendale  revived  the  dolphin 
motif  in  The  Director,  and  the  'fish-scale'  was  probably  either 
Gordon's  adaptation  of  it  or  variant  to  it.  The  chairs  are  up- 
holstered in  floral  needlework  panels  worked  by  Jean  Drum- 
mond,:i  the  second  wife  of  James,  the  2nd  Duke,  and  it  is  interest- 
ing to  see  from  the  account  (No.  s)  that  Gordon  charged 
-£2  5s.  od.  'to  making  an  addition  to  your  Grace's  needlework'. 
Clearly  the  Duchess  had  under-estimated  the  amount  of  needle- 
work required  to  upholster  the  chairs.  The  total  price  for  the 

1  Sec  The  Connoisseur  (March  i960). 

-'  Sir  Ambrose  Heal,  in  Loudon  Furniture  Makers  (p.  C>4).  lists  two  distinct  [ohn 
Cordons,  one  working  in  Swallow  Street,  Argyle  Buildings,  and  the  other  at 
King  Street,  Golden  Square,  both  of  whom  were  111  business  in  1-49.  There  may 
well  be  some  connection  between  these  two  and  they  may  even  be  one  and  the 
same  man  who  owned  twin  premises.  Moreover,  it  is  probable  that  the  |ohn 
Gordon  of  King  Street,  Golden  Square,  was  a  partner  of  William  Gordon,  of 
Little  Argyle  Street,  Golden  Square,  who  was  a  subscriber  to  Chippendale's  Director 
and  who  was  a  partner  in  the  celebrated  firm  of  William  Gordon  and  [ohn  Tait. 
As  William  Gordon  was  a  subscriber  to  the  Director,  it  is  more  than  probable  that 
'John  Gordon'  was  conversant  with  it. 

:!  The  2nd  Huke  married  Jean  Drummond  on  7th  May,  1749, 


eight  chairs  was  -£31  8s.  od.,  or  just  under  ^4  a  chair,  most  of 
the  upholstery  being  produced  by  the  client.  This  was  again  a 
high  price,  and  Chippendale  at  Nostell  Priory,  eleven  years  later 
in  1767,  charged  only  ^36  'to  6  mahogany  chairs  with  arms  for 
the  Library,  the  carving  exceeding  rich  in  the  antique  taste,  the 
seats  covered  with  green  hair  cloth'.4 

Chippendale  was,  moreover,  by  1767,  at  the  height  of  his 

4  See  Thomas  Chippendale  by  Oliver  Bracket  (p.  1  14)  where  are  set  out  The  Nostell 
Pi  iory  Accounts  from  Chippendale  to  Sir  Rowland  Winn,  Bart.  These  six  chairs, 
with  lyre  backs,  are  still  in  the  Library  at  Nostell  Priory. 


as  having  'Carv'd  frames  in  fish  scales'.  The 
fish  or  dolphin  scale  motif  had  been  revived 
by  Thomas  Chippendale  in  The  Director. 


5.  The  account  for  17th  June,  1756,  for  the 
set  of  eight  fish  scale  chairs.  It  was  receipted 
on  8th  September,  1757,  so  Gordon  was  kept 
waiting  about  fourteen  months  for  payment. 


1.  One  of  a  set  of  six  chairs  and  two  settees  for  which  John  Gordon 
charged  £36  10s.  od.  for  the  set  in  1753. 

2.  Gordon's  account,  dated  4th  April.  1753,  which  shows  the  cost  ot 
making  and  upholstering  a  set  of  six  chairs  and  two  settees  (see  hues  4  c\  5). 
The  present  upholstery  is  not  contemporary. 

3.  Gordon  also  delivered  a  set  of  eight  of  these  fine  chairs  to  Blair  Castle. 
They  arc  upholstered  in  floral  needlework  panels  worked  by  Jean  Drum- 
mond,  second  wife  of  James,  the  2nd  Duke  of  Atholl.  They  were  married 
in  1749  and  the  chairs  were  delivered  in  [756. 
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6.  One  of  the  set  of  tour  pier  glasses  ordered  from  George  Cole.  Note  the  man 
with  the  gun  and  dead  bird,  the  coronet,  the  hare  and  the  squirrel.  In  one  of  the 
other  pier  glasses  the  man  is  wearing  a  cocked  hat. 

7.  George  Cole's  'estimate'  for  the  first  pier  glass  which  was  delivered  to  Dunkeld 
between  1 761- 1763.  It  was  to  cost  about  £50  and,  in  fact,  £56  each  was  charged 
for  the  three  pier  glasses  delivered  to  Blair  Castle  eighteen  months  later. 

8.  Cole's  composite  account  for  £221  14s.  4d.  for  three  pier  glasses  and  console 
tables. 

9  (a),  (b)  &  (c)  (1.  to  r.).  The  outer  side  of  the  account  for  the  three  pier  glasses 
and  console  tables.  The  '144'  is  probably  the  account  number  in  the  Blair  day- 
book— as  yet  unidentified;  the  outside  face  of  the  Duke's  directions  for,  or  Cole's 
estimate  for,  the  Dunkeld  pier  glass;  the  outer  side  of  Rannie  and  Chippendale's 
account  for  a  pair  of  torcheres  and  a  firescreen. 

10.  One  of  the  realistically  carved  squirrels  which  are  perched  at  the  bases  ot  the 
pier  glasses.  Note  the  effect  of  the  reflection  in  the  mirror  plate. 

11.  One  of  the  stern  male  masks  which  are  carved  at  the  knees  ot  the  gilt  wood 
console  tables.  Note  the  sneer  that  the  carver  has  imparted  to  the  mouth. 

9  (a),  (b)  &  (c) 


<£st  mmj* 


L  Ml 


■A'?*  A  srv*i  y  i^t^C Apr% 


///  /  i 

°2. 0 


54 


powers  and  was  a  fashionable  cabinet-maker  who  had  reached  the 
top  of  his  profession.  The  2nd  Duke,  who  was  a  keen  and  dis- 
cerning collector,  was  content  however  to  pay  high  prices  for 
fine  craftsmanship,  and  his  connoisseurship  is  justified  by  the 
excellence  and  perfection  of  these  two  sets  of  seat  furniture. 

Perhaps  the  most  important  set  of  furniture  at  Blair,  and 
certainly  the  best  documented,  is  a  suite  of  four  pier  glasses  (No.  6) 
and  three  console  tables.  These  were  ordered  from  George  Cole, 
of  Golden  Square,  of  whom  nothing  is  known  except  for  his 
trade  address  and  the  dates  when  he  was  in  business — 1 747-1 774. 5 
Their  history  can  be  traced  in  detail  and  is  of  great  interest, 
because,  as  is  proved  by  the  extant  'estimate'  and  account  (Nos.  7 
and  8),  with  the  exception  of  one  of  the  pier  glasses  they  were 
commissioned  for  the  position  in  which  they  now  hang — namely 
between  the  four  tall  windows  in  the  Large  Drawing  Room  at 
Blair  Castle. 

The  first  of  the  two  documents  relating  to  the  set  is  an  'esti- 
mate' (No.  7)  for  one  pier  glass,  and  the  outer  side  is  inscribed: 
'Directions  for  a  looking  glass  for  the  Drawing  Room  at  Dunkeld, 
28th  Sept.  1 761'  (No.  9b).  Dunkeld  House,  the  other  Highland 
seat  of  the  Duke  of  Atholl,  is  situated  on  the  banks  of  the  Tay  to 
the  north  of  the  town  of  Dunkeld,  which  lies  between  Perth  and 
Blair  Atholl.  The  'estimate'  is  unsigned,  and  there  is  no  means  of 
determining  whether  it  was  sent  by  Cole  to  the  Duke,  or  whether 
it  forms  the  synopsis  of  the  notes  taken  by  the  Duke,  or  a  secre- 
tary, when  the  project  was  discussed  with  Cole.  The  latter 
theory,  however,  is  the  better  supported  by  the  wording  of  the 
document.  The  height  was  to  be  9  ft.  6  ins.  and  the  breadth 
5  ft.  4  ins.,  instructions  which  have  been  faithfully  and  exactly 
carried  out,  and  the  cost  was  to  be  about  ^50.  The  frame  (No.  6), 
now  gilt/  which  was  designed  to  be  'white  and  gold,'  is  exuber- 
antly carved  in  the  high  rococo  manner  of  the  Director7  with 
acanthus  scrolls,  stalactites,  and  foliage,  and  it  is  interesting  to 
note  the  use  that  Cole  has  made  of 'the  slender  shaft  or  colonette 

5  Sec  London  Furniture  Makers  by  Sir  Ambrose  Heal  (p.  39). 

6  This  pier  glass  was  removed  from  Dunkeld  to  Blair  in  1844  for  the  impending 
visit  of  Queen  Victoria  and  Prince  Albert  during  September  of  that  year.  Before 
it  was  rehung  it  was  repaired  and  regilded — Blair  Castle  accounts. 

7  Before  the  discovery  of  the  estimate  and  account,  Edwards  and  Jourdam, 
(Georgian  Cabinet  Makers,  a  New  and  Revised  Edition,  1955)  described  the  pier 
glasses  'as  being  in  the  full  Director  style'  (p.  65),  and  as  'probably  by  Thomas 
Chippendale'  (caption  at  foot  of  plate  123).  The  Cole  glasses  have  many  motifs  in 
common  with  those  illustrated  in  plates  CXLI  and  CXLII  of  the  1754  Director. 
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with  a  base  and  capital  of  concave  plan  which  served  as  a  prop  for 
part  of  the  design'. *  The  uniqueness  and  charm  of  the  whole  is 
produced,  however,  by  the  delightful  motifs  at  the  cresting  of  a 
mustachioed  man  wearing  a  leafy  head-dress,  with  a  gun  in  one 
hand  and  a  dead  bird  in  the  other,  surmounting,  at  the  apex  of  the 
inner  frame,  a  ducal  coronet  from  which  is  suspended  a  dead 
hare,  and  at  the  base  the  realistic  figure  of  a  squirrel  with  a  bushy 
tail,  seated  on  a  tree  trunk  and  eating  nuts  (No.  10). 

This  pier  glass  was  therefore  ordered  for  Dunkeld  after  the 
28th  September,  1761,  the  date  of  the  estimate,  and  delivered 
before  1763.  We  can  deduce  this  because  the  Duke,  who  must 
have  been  delighted  with  the  Dunkeld  glass,  ordered  three 
identical  glasses  for  Blair,  in  1763,  with  console  tables  en  suite. 
This  is  shown  in  Cole's  double,  composite  account  (No.  8)  dated 
28th  February  and  4th  November  of  that  year;  the  former  being 
for  '3  rich  carved  and  gilt  tables  with  mahgy  tops  .  .  .  ^43, '  the 
latter  for  '3  very  rich  carved  and  gilt  glass  frames  to  take  to 
pieces  with  glass  as  before  .  .  .  ^68'.  The  words  'as  before'  of course 
here  refer  to  the  Dunkeld  glass  which  must  have  been  delivered 
some  time  during  the  previous  year.  As  the  Dunkeld  'estimate' 
(No.  7)  was  'about  ^50'  for  one  pier  glass,  the  price  of  ^56 
each  for  three  similar  glasses  eighteen  months  later  seems 
reasonable  enough. 

The  three  console  tables  were  received  about  eight  months 
prior  to  the  pier  glasses — supposedly  before  28th  February,  1763, 
as  their  account  (No.  8)  is  dated  for  that  day.  Cole  charged  ^43 
each  for  these  tables,  one  slightly  differing  in  some  details  from 
the  others,  which  are,  of  course,  en  suite  with  the  pier  glasses,  and 
again  carved  in  the  high  rococo  manner.  The  aprons  and  sides  are 
centred  by  ducal  coronets  and  the  knees  of  the  scrolled  supports 
are  carved  to  represent  bearded  and  moustached  stern  visaged 
male  masks,  their  hair  fashioned  as  acanthus  leaves  and  their  ears 
as  foliated  scrolls  (No.  11).  The  mahogany  tops,  mentioned  in 
the  account,  have  long  since  been  replaced  by  eighteenth-century 
marble  veneered  slabs,  the  place  of  one  of  which  unfortunately 
being  taken  by  a  Griotte  marble  slab  of  much  later  date.9 

The  ensemble  of  the  pier  glasses  and  the  consoles  is  of  the  ut- 
most magnificence  and  they  are  truly  complementary  to  one 
another.  More  furniture  fashioned  in  George  Cole's  workshop 
may  well  lie  unrecognised,  and  the  delightful  squirrel,  or  the 
man  with  a  gun,  or  the  fierce  looking  bewhiskcred  gentleman, 
may  lead  to  some  fresh  discoveries.  As  scholarship  and  the  study  of 
the  history  of  furniture  progresses,  the  former  unwarranted 
attributions  to  Thomas  Chippendale  have  been  drastically  re- 
duced, as  the  work  of  his  contemporaries  is  recognised,  and  the 
discovery  of  Cole's  accounts  makes  a  valuable  addition  to  their 
number. 

There  arc  also  in  the  large  Drawing  Room  at  Blair  a  fine  pair 
of  gilt  wood  torcheres  (No.  12)  which  have  many  motifs  in 
common  with  those  of  some  of  the  examples  illustrated  in  the 
1754  and  1762  Editions  of  The  Director. "'  There  is,  moreover, 

"  Quoted  from  English  Furniture  Designs  ol  the  Eighteenth  Century,  in  which  Mr. 
Ward  Jackson  points  out  this  much  employed  motif  (p.  [4)  and  aptly  illustrates  it 
with  an  engraving  of  an  overmantel  by  Lock  and  Copland  (plate  52). 

9  The  2nd  Duke  died  in  1764,  and  it  is  interesting  to  note  that  the  1763  account 
was  not  settled  until  1765.  Even  then  it  was  paid  in  two  stages:  the  first  was  for 
£120,  and  the  second  was  for  the  remaining  £100  14s.  od.  which  was  receipted 
on  2nd  July,  1765.  The  outer  side  of  the  account  is  inscribed  'Cole  upholsterer  for 
the  late  Duke.  £221  14s-  4-d-  [765'  (No.  9A). 

10  The  structure  of  the  Blair  candlestands  is  very  similar  to  that  of  some  of  those 
illustrated  in  plates  CXX  and  CXXII  of  the  1754  Director,  but  the  ornamentation 
is  much  fussier  in  the  Director  example  and  they  are  loaded  down  with  every  kind 
of  rococo  impedimenta.  However.  111  the  1762  edition  of  The  Director,  the  Blair 
examples  could  almost  be  reconstructed  from  those  illustrated  111  plates  CXLIV 
and  CXLV.  As  the  candlestands  were  delivered  in  1758,  their  design  rather 
looks  forward  to  the  1762  edition,  than  harks  back  to  the  17S4  edition. 
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12.  One  of" the  pair  of  Candlestands  in  the  Large  Drawing  Room  at  Blair  Castle  which 
may  well  have  been  bought  from  Rannie  and  Chippendale. 


13.  Ranme  and  Chippendale's  account  for  a  firescreen  and  a  pair  of  large  candlestands. 
It  is  signed  by  M.  Sanderson,  who  was  presumably  Chippendale's  accountant. 


an  account  at  Blair  (No.  13)  dated  8th  May,  1758,  from  Rannie11 
and  Chippendale  to  the  2nd  Duke,  and  one  of  the  two  items 
listed  in  it  is  'a  pair  of  large  candlestands  neatly  carved  and 
painted  white  .  .  .  fj]  7s.  od.'  The  authors  of  Georgian  Cabinet 
Makers  (New  and  Revised  Edition,  1955,)  (p.  65)  quote  the  above 
words  and  state  that  'no  pieces  corresponding  to  these  entries 
exist  today  at  Blair',  but  it  seems  highly  probable  that  these  are 
the  candlestands  referred  to,  even  if  they  have  lost  their  original 
white  colour  and  are  now  a  burnished  gold.  Anyway  the  firm  of 
Rannie  and  Chippendale  certainly  delivered  a  pair  of  candle- 
stands to  Blair  in  1758,  and  today  can  been  seen  there  a  pair  in 
the  full  Director  style.  It  is  unfortunately  now  impossible  to 
recognise  the  'firescreen  of  fine  French  tapestry  with  a  neat 
mahogany  pillar  and  claw',  for  which  ^3  was  charged  in  the  same 
account,  although  there  are  three  good  examples  of  such  screens 
in  the  Castle. 

The  work  of  three  cabinet-makers  has  been  discussed  in  this 
article — work,  in  the  form  of  commissions  from  the  same  client, 

1 1  (.lines  Rannie  appears  to  have  been  a  prosperous  businessman,  who  was  in  partner- 
ship with  Chippendale.  He  is  in  the  list  of  subscribers  to  the  1755  Director  and  died 
on  3rd  March,  1766. 


which  was  carried  out  by  London  craftsmen  in  the  same  decade 
during  the  height  of  the  rococo  movement.  If  there  is  a  connect- 
ing link  between  them,  other  than  what  would  be  expected 
stylistically  from  workmanship  produced  in  the  same  centre 
under  a  strong  creative  art  impulse,  surely  it  is  the  Director  pub- 
lished by  Thomas  Chippendale  in  1754.  John  Gordon  employed 
the  fish  or  dolphin  scale  motif  which  Chippendale  had  just  re- 
suscitated, and  his  probable  partner  was  a  subscriber  to  the 
Director.12  George  Cole  worked  so  much  in  the  style  of  the 
Director  that  his  work  was  for  long  thought  to  have  originated 
in  its  author's  workshop,  and  Chippendale's  craftsmanship 
naturally  reflects  his  own  book  of  designs.  Thus  the  far-reaching 
and  almost  all-embracing  stylistic  importance  of  the  Director  is 
once  again  illustrated,  and  there  can  have  been  very  few  crafts- 
men, employed  by  a  fashion  conscious  clientele,  who  were  not 
greatly  influenced  by  its  three  editions. 

12  See  note  No.  3. 

/  iim  deeply  indebted  to  His  Grace  the  Duke  of  Atholl  for  his  many  courtesies  during  the 
preparation  of  this  article,  and  to  Mr.  Ralph  Edwards  for  his  help  and  advice  in  the 
writing  of  it. 
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Did  Simon  de  Vlieger  accompany 
Rembrandt  on  the  journey  to  England? 

Eric  C.  Palmer 


PROBABLY  this  will  be  considered  a  provocative  title. 
I  wish  to  clarify  my  meaning  by  suggesting  that,  in  my  view, 
there  is  no  question  of  cither  artist  not  making  the  journey. 
The  issue  is  a  conjecture  favouring  a  joint'  expedition,  in  the 
Fall  of  1642. 

I  readily  admit,  that  to  present  a  convincing  case  relating  to 
Rembrandt's  visit  to  England,  a  reassessment  of  the  evidence  is 
essential.  I  maintain  that  not  only  can  this  evidence  be  reasonably 
substantiated,  but  the  whole  structure  of  the  incident  is  sufficiently 
strengthened  to  become  an  historical  tact.  To  accomplish  this,  it 
is  necessary  to  reveal  evidence  of  an  invitation  to  Rembrandt 
from  Charles  I:  an  unexpected  crisis  in  Rembrandt's  affairs,  which 
made  the  journey  to  England  imperative;  the  exact  route  taken; 
the  pressing  need  for  secrecy;  and  the  very  short  duration  of 
absence  from  Amsterdam.  Material  evidence  comprises  the 
verification  of  the  two  drawings  made  in  England;  Vertue's 
record  and  a  picture  by  S.  dc  Vlieger  which  offers  a  new  circum- 
stantial aspect. 

I  think  that  it  is  probable  that  a  rejection  of  Rembrandt's 
journey  to  England  is  founded  on  the  fact  that  in  the  three 
contemporary  monographs  (see  Rembrandt,  Phaidon,  1942), 
on  the  master,  there  is  no  mention  of  a  journey  to  England.  Two 
of  these  are  too  late  to  be  sufficiently  intimate  with  the  master's 
movements,  and  Sandrart,  who  was  contemporary  with 
Rembrandt,  lost  touch  with  Amsterdam  about  1642.  All  these 
records  arc  conspicuously  lacking  in  accuracy.  I  very  much  doubt 
whether  Sandrart  ever  obtained  an  interview  with  the  master. 
There  is  in  fact  evidence  that  he  was  snubbed.  Certainly  many 
more  important  people  failed  to  see  Rembrandt  who  was  too 
busy  with  his  art,  pupils  and  family. 

Again,  a  case  has  always  been  built  up  around  Rembrandt's 
reluctance  to  travel  abroad,  because  the  works  of  the  greatest 
masters  were  accessible  to  him  in  Holland.  Indeed  he,  himself, 
was  no  mean  collector,  and  his  cousin,  Gerrit  van  Uylenburg 
and  earlier,  H.  van  Uylenburg,  constantly  visited  England  and 
elsewhere,  with  collections  of  important  masters  for  sale,  which 
would  have  been  available  to  Rembrandt.  This  connection  must 
have  been  one  of  the  chief  sources  of  his  collection,  together  with 
much  encouraging  information  about  England. 

Rembrandt  made  drawings  of  Mogul  subjects  and  Leonardo 
da  Vinci's  'Last  Supper',  etc.,  from  material  available  to  him. 
Without  discussing  the  very  simple  explanation  for  such  works, 
or  disputing  Rembrandt's  attitude,  the  visit  to  England  was  in  an 
entirely  different  category.  The  surviving  drawings,  Old  St.  Paul's 
and  St.  Albans,  could  only  have  been  executed  /'/;  situ.  The 
whole  record  of  this  adventure,  both  pictorial  and  otherwise,  is 
stamped  with  simplicity  and  truth,  whereas  all  other  suggestions 
are  too  complicated  and  charged  with  unreality.  That  Rembrandt 
should  sit  at  his  drawing  board  in  Amsterdam  making  a  drawing 
of  St.  Albans,  is  quite  unacceptable. 

No  doubt  this  background  was  most  confusing  to  scholars, 
and  they  were  filled  with  doubt.  The  importance  of  judging  the 
past  within  the  narrow  limits  afforded  to  them,  seems  to  break 


down  when  put  to  the  supreme  test  of  connoisseurship.  When 
in  difficulty,  they  look  wildly  around  for  accurate  documentary 
evidence,  which  hardly  ever  exists.  If  this  is  not  forthcoming, 
they  reject  pictorial  evidence  and  sound  conjecture,  and  revert  to 
twentieth-century  discrimination.  In  fact,  one  might  say  that 
modern  conditions  exert  an  autosuggestion,  which  is  too  strong 
in  relation  to  'period'  determination  of  values. 

It  is  here  that  'Art  Polities',  which  is  the  enemy  of  progress  and 
appreciation  of  the  arts,  is  evident.  With  my  tongue  firmly  in 
my  cheek,  I  find  it  necessary  to  assail  the  'old  guard',  in  order  to 
give  more  edge  to  my  supposition.  In  this  case  jealousy  is  not 
involved.  Neither  is  the  supreme  evil  of  relegating  the  arts  to  an 
esoteric  and  exclusive  form  of  erudition,  for  the  sole  benefit  of 
megalomaniacs,  an  issue. 

Someone  of  the  select  group  has  seized  the  initiative  and  ponti- 
ficated in  the  past,  much  to  the  relief  of  those  concerned.  The 
modus  operandi  is  then  to  exclude  all  opposition  and  nail  the 
flag  to  the  mast.  Inevitably  from  this  attitude,  there  eventually 
develops  a  side-splitting  paradox.  It  is  now  de  rigueur  to  close  the 
ranks  against  all  other  contentions,  for  no  form  of  disengagement 
is  tolerated.  The  renegade  is  then  addressed  in  terms  of  well 
simulated  tones  of  pity,  as  it  he  suffered  from  some  incurable  and 
fatal  malady.  This  defence  is  considered  to  constitute  a  deadly 
npost. 

It  we  examine  the  situation  in  England  at  an  earlier  date,  we 
find  that  the  Court  painter,  Van  Dyck,  was  mortally  ill  and  his 
powers  failing.  He  had  visited  The  Hague  in  1630  and  might 
surely  have  met  Rembrandt.  We  also  know  that  Sir  Dudley 
Carlton  had  been  Envoy  at  The  Hague  and  that  he  was  one  of  the 
greatest  patrons  of  the  arts,  and  an  inveterate  collector.  Charles  I 
had  knighted  Rubens  and  Van  Dyck,  and  had  made  the  latter  a 
rich  man.  The  King  possessed  several  works  of  Rembrandt,  one 
of  which  still  survives  in  the  Royal  Collection.  Without  making 
use  of  the  traditional  evidence  that  the  King  was  most  desirous 
of  obtaining  the  services  of  Rembrandt  before  1640,  a  much  more 
powerful  argument  can  be  established.  It  is  certain  that  Rembrandt, 
with  his  tremendous  prestige  as  an  artist,  would  never  have  made 
the  journey  unless  he  had  received  an  open  and  pressing  invita- 
tion from  the  King. 

In  July  1642,  Saskia  died.  The  whole  of  Rembrandt's  domestic 
routine  in  conjunction  with  the  woman  he  loved  was  finished. 
There  is  no  doubt  that  Saskia's  death  complicated  his  wretched 
financial  situation  and  probably  damaged  his  credit.  In  1639  he 
had  bought  a  house  in  the  St.  Anthonie  Breestraat,  and  could  not 
pay  for  it.  There  was  every  reason  why  a  visit  to  London  might 
be  highly  beneficial,  but  if  success  depended  on  conditions  in 
England,  it  might  be  unwise  to  inform  anyone  of  the  projected 
voyage.  However,  he  was  in  need  of  a  reliable  friend  and  pre- 
sumably contacted  Simon  de  Vlieger,  who  was  at  work  on  the 
'Great  Church'  in  Rotterdam,  and  therefore  temporarily  absent 
from  Amsterdam. 

Marine  painters  were  generally  valued  friends  ol  ships' 
captains.  De  Vlieger  in  particular  was  the  kind  of  artist  who  could 
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ensure  Rembrandt  very  special  treatment.  Pictorial  evidence 
reveals  that  the  inspiration  for  the  whole  of  De  Vliegcr's  oeuvre, 
was  confined  to  the  Dutch  coast.  There  was  absolutely  no  pos- 
sible reason  for  him  to  visit  England  at  this  time,  unless  there  was  a 
pressing  obligation  to  do  so.  About  three  years  ago  the  National 
Maritime  Museum  acquired  from  my  collection,  an  unique 
'English'  panel  by  Dc  Vliegcr,  which  left  me  with  seven  major 
works,  covering  all  periods  of  this  artist.  It  was  formerly  in  the 
collection  of  Prince  Liechtenstein  and  may  be  identified  in 
Wurzbach  as  a  'Rocky  Coast'.  I  date  this  picture  about  1642. 

The  importance  of  the  picture  docs  not  altogether  lie  in  its 
being  English,  but  in  the  subject.  There  was  much  that  was 
unusual  in  this  respect,  until  I  realised  that  it  was  undoubtedly  an 
allegory.  The  location  is  obviously  Flamborough  Head  (No.  1). 
Even  the  crab  fishermen  arc  shown  at  the  base  of  the  cliffs,  much 
as  they  are  today.  This  local  industry  has  thrived  for  centuries. 
The  whole  of  the  land  mass  is  menaced  by  a  heavy  slate-coloured 
squall.  At  the  top  of  the  cliffs  is  a  small  fort  of  the  Henry  VHIth 
type,  and  from  the  turret  flies  the  Cross  of  St.  George.  This  is  a 
period  characteristic  to  indicate  location,  when  a  tower  or  even  a 
castello  is  introduced  into  the  composition  for  the  sake  of  the 
flag.  However,  instead  of  the  solitary  caretaker  leaning  over  the 
battlements,  the  little  fort  is  fully  occupied  by  soldiers.  The 
Dutch  ship,  sailing  south  through  the  lanes  of  English  shipping, 
encounters  warships  in  the  foreground.  As  the  fort  has  no 
strategic  importance  it  may  have  been  sketched  in  the  Humber 
estuary  when  bound  for  Hull. 

De  Vlieger,  with  the  exception  of  his  last  period,  was  an 
eclectic  artist  and  during  the  1630's  was  influenced  by  Adam 
Willaerts.  However,  in  the  late  1630's  he  came  under  the  influence 
of  Van  Goyen's  'green'  period.  He  must  have  been  astonished  to 
see  the  imaginary  coastlines  of  Willaerts  featured  as  a  reality,  and 
for  this  reason  alone  a  modified  reversion  to  the  Willaerts 
influence  is  explained.  While  I  regard  the  early  Van  Goyen 
influence  as  the  weakest  period  of  painting,  I  have  a  picture 
dated  1644  showing  the  zenith  of  the  influence  of  Van  Goyen's 
'brown'  period,  which  is  the  last  great  eclectic  period  of  De 
Vlieger.  The  Greenwich  picture  could  be,  at  the  latest,  1643 
made  from  a  sketch  111  about  1642.  It  is  absolutely  essential  to 
view  the  actual  picture  in  order  to  appreciate  its  allegorical  and 
amazingly  prophetic  qualities,  before  a  shot  was  fired  in  the 
Civil  War. 

On  arrival  at  Hull  there  was  the  ominous  news  that  the  King 
had  been  barred  from  the  Walled  City,  and  no  doubt  De 
Vlieger's  subsequent  painting  was  conditioned  by  the  news  in 
general.  It  is  necessary  here  to  mention  the  artist  Balthasar 
Flessiers,  who  must  have  immigrated  to  England  111  the  early 
1630's.  He  belonged  to  the  Porcellis-De  Vlieger  group  of  Marine 
painters,  and  was  patronised  by  Charles  I.  A  pair  of  his  pictures 
that  were  in  the  seventeenth-century  inventory  at  Ham  House, 
arc  now  in  Greenwich.  While  it  is  generally  accepted  that  con- 
temporary artists  in  a  radius  of  fifty  miles  were  probably  all 
known  to  each  other  because  of  the  masonry  of  their  calling,  it 
would  be  quite  impossible  for  Marine  artists  of  a  specified  group 
to  be  unknown  to  each  other.  Definitely  De  Vliegcr  would  know 
Flessiers,  and  there  would  be  a  very  good  reason  for  an  artist 
under  Royalist  patronage  to  be  domiciled  in  or  near  Hull,  rather 
than  the  more  dangerous  environment  of  London  . 

Flessiers  was  the  master  of  Marcel  Laroon,  born  at  the  Hague 
in  1653  and  brought  by  his  father  to  England,  when  a  child.  The 
Elder  Laroon,  himself  a  painter  and  associated  with  Yorkshire, 
knew  Flessiers  and  placed  his  son  with  him,  as  a  pupil,  at  an  early 
age.  It  is  noteworthy  that  references,  refer  to  Marcel  Laroon,  as 
Laroon  'Le  Vieux'.  This  may  have  confused  Dr.  Bredius,  who 


tentatively  placed  Rembrandt's  visit  to  England  as  late  as  1662. 
It  was  Marcel  Laroon  who  informed  Michael  Dahl  that  Rem- 
brandt had  been  seen  in  Hull.  Dahl,  who  was  a  close  friend  of 
George  Vertuc,  was  the  origin  of  the  latter's  record.  We  know 
that  Walpole  had  sufficient  confidence  in  Vertue's  records,  of 
anecdotes  of  painters,  to  buy  the  manuscript. 

After  contact  had  been  established  with  the  Dutch  colony  in 
Hull,  arrangements  would  be  made  for  an  English  speaking 
Dutchman  to  accompany  Rembrandt  to  London.  He  would 
have  to  post  through  St.  Albans  by  the  well-known  route. 
Furthermore,  this  would  be  a  secret  journey  for  someone  intend- 
ing to  contact  the  King,  or  more  likely,  a  high  Court  Official. 
Having  arrived  in  Hull,  a  man  in  the  prime  of  his  life  of  Rem- 
brandt's character  and  with  so  much  at  stake,  would  certainly 
have  made  that  journey.  The  Dutch  were  used  to  constant  strife 
and  war,  and  circumstances  relating  to  the  personal  ambitions  of 
princes.  We  shall  never  know  whether  any  contact  was  made,  but 
it  is  quite  certain  that,  at  the  best,  Rembrandt  would  sense 
indefinite  delay,  and  therefore  a  hopeless  situation.  He  would 
have  had  no  difficulty  in  obtaining  a  passage  on  a  Dutch  ship 
from  the  Thames  estuary.  De  Vliegcr,  would  have  returned 
from  Hull  to  Rotterdam  immediately,  having  been  away  about 
ten  days,  and  Rembrandt's  absence  could  have  been  no  more 
than  three  weeks. 

So  far,  the  discussion  has  substantially  centred  on  existing  data 
filled  in  with  suggested  probabilities.  I  have  at  all  times  been 
confident  that  the  date  of  the  visit  would  be  revealed  by  the 
intersection  of  historic  and  other  events.  There  has  never  been 
any  tendency  on  my  part  to  adapt  my  findings  to  some  fixed 
idea.  Like  a  marble  gyrating  in  a  bowl,  eventually  dropping  into 
a  hole,  we  have  a  recent  and  reasonable  corroboration  of  the 
date.  This  is  provided  by  Dr.  Otto  Benesch  in  his  Selected 
Drawings  of  Rembrandt  (Phaidon  Press,  1947).  There  he  states: 
'About  1641-42  was  a  turning  point  in  Rembrandt's  develop- 
ment. The  bold  baroque  penetration  of  space  came  to  a  climax, 
and,  in  some  ways,  also  to  an  end.  The  new  tectonic  firmness, 
displayed  by  Rembrandt  not  only  in  the  representation  of  cities 
and  buildings  (Nos.  112,115),  DUt  a'so  m  tnc  compositional 
project  .  .  .  '  Number  1 12  is  the  drawing  of  Old  St.  Pauls,  where 
the  newly  constructed  tomb  of  Sir  Anthony  Van  Dyck  was 
situated. 
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I.  Simon  de  Vlieger  (1601-1653).  Flamborough  Head,  panel  24  33  in.,  signed.  Formerly  in  the  collections  of  Prince  Lichtenstein  and 
Captain  Eric  Palmer,  now  at  the  National  Maritime  Museum,  Greenwich. 

2  &  3. Rembrandt's  drawings  of  OM  St.  Paul's  and  St.  Alban's:  Nos.  112  and  115  respectively  from  Dr.  Benesch's  Selected  Drawings  of 
Rembrandt  published  (1947)  by  the  Phaidon  Press,  by  courtesy  of  whom  they  are  here  reproduced. 


259 


Some  Early 
Derby  Porcelain 

A.  L.  Thorpe 

TH  E  fine  collection  of  Derby  porcelain  in  the  Derby 
Museum,  which  is  not  nearly  as  well  known  as  it  should  be, 
owed  its  origin  to  several  generous  bequests,  all  but  one  of  these 
being  received  between  the  years  1890  and  1908.  But  this  meant, 
of  course,  that  it  contained  no  pieces  earlier  than  the  Chelsea- 
Derby  period,  since  it  was  not  until  E.  B.  Honey's  famous  article 
in  1925  that  the  identification  of  the  products  of  the  earlier 
years,  both  before  and  after  the  Duesbury,  Heath  and  Planche 
agreement  of  1756,  was  generally  agreed  upon.  As,  however, 
practically  no  additions  were  made  to  the  Museum  collection 
between  1925  and  the  Second  World  War  the  task  of  building 
up  a  balanced  collection  with  early  pieces  has  had  to  be  attempted 
in  post-war  conditions.  Nevertheless,  through  the  kind  help  and 
collaboration  of  collectors  and  others,  a  nucleus  of  early  examples 
has  already  been  formed.  This  includes  some  important  and  rare 
pieces,  a  selection  of  which  form  the  subject  of  this  article. 

It  is  appropriate  to  consider  first  the  models  of  figures,  as  these 
seem  to  have  made  up  almost  the  entire  output  of  Andre  Planche 
and  his  one  or  two  co-workers,  if  such  there  were,  in  the  years 
before  1756.  Outstanding  in  this  group  are  the  finely  modelled 
pair  of  Bulls  (No.  1)  in  colour  and,  in  white  glaze,  the  'Florentine 
Boars'  (No.  2)  copied  after  the  sculpture  in  the  Uffizzi  Gallery, 
Florence.  Also  in  the  white  are  the  Harvester  and  the  Harvester's 
companion  (No.  3)  which  both  show  skilled  modelling  unspoilt 
as  is  often  the  case  in  these  early  models  by  the  clumsy  over- 
dipping  in  the  glaze,  and  an  outsize  example  (4^  in.  high)  of  a 
Ewe  and  Lamb  (No.  4).  An  interesting  example  of  the  early 
technique  of  decorating  the  base  with  painted  instead  of  modelled 
flowers  is  the  pair  of  animals  consisting  of  a  seated  Doe  and  a 
Stag  at  Lodge  (No.  5).  In  a  pair  of  figures  which  might  be 
entitled  'Gardener  &  Companion'  (No.  6a),  the  former  has 
incised  on  the  Base  NewD  (No.  6b)  and  since  stylistically  and 
technically  these  could  reasonably  be  attributed  to  the  years  1756 
or  7  this  mark  could  well  refer  to  the  new  venture  of  Duesbury, 
Heath  and  Planche  of  1756.  These  figures  were  discussed  in  the 
English  Porcelain  Circle  Transactions  (No.  II  p.  58).  Another  early 
figure  depicts  Pluto  and  his  three-headed  dog  Cerberus.  It  is 
finely  modelled  and,  from  a  museum  point  of  view,  shows  an 
interesting  technical  fault  in  the  running  of  the  green  enamel  and 
the  glaze  (No.  7). 

By  far  the  commonest  theme  in  the  early  public  advertise- 
ments was  the  Derby  claim  that  their  wares  were  'nearest  the 
Dresden',  'second  Dresden',  'after  the  finest  Dresden  models'  etc., 
etc.,  and  the  magnificent  figure  of  Bacchus  (No.  8)  makes  this  no 
idle  boast.  It  is  'Autumn'  of  a  set  of  four  seasons  after  Dresden 
originals  by  Eberlein  and  the  modelling  of  the  torso  is  unusually 
strong  for  the  porcelain  medium.  From  the  same  set,  but  of  a 
slightly  later  date  with  the  usual  rococo  scroll  base,  is  the  figure 
of  'Winter'  (No.  9) :  and  a  piece  which  unites  the  decorative  with 
the  useful  wares  is  the  attractive  seated  Shepherd  supporting  on 
his  knees  a  Sweetmeat  Dish;  figures  of  this  type  being  placed  on 
the  table  for  decoration  and  use  (No.  10). 


1.  Pair  of  Bulls  on  oval  mounds,  with  painted  flowers  and  grass,  dry  edge. 
Length  5A  in.,  c.  1752-4. 


2.  Pair  of  Boars,  white  glazed,  dry  edge,  encrusted  with  foliage  and  acorns. 
Length  5  in.  each,  c.  1750-2. 


3.  Harvester  and  Companion,  circular  mound,  white  glazed,  dry  edge. 
Height  6\  in.,  c.  1750. 
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4.  Ewe  and  Lamb,  white  glazed,  dry  edge.  Height,  4A  in.,  c.  1752. 


5  (left).  Stag  at  lodge  and  Doe  seated,  oval  oblong  mound, 
painted  flower  sprays  and  grass,  animals  touched  with 
patches  of  black,  vestiges  of  dry  edge.  Length,  6i  in.,  c .  1755. 

6  (below).  Pair  of  figures,  the  man  with  basket  of  flowers, 
the  lady  with  beehive  and  corn.  Height,  5.I  in.,  patch  marks, 
c.  1756-7.  7  (above).  Pluto  and  Cerberus,  three-headed  dog 
at  reverse  and  on  the  base  a  grotesque  demon  head.  Height 
7 1  in.,  c.  1757. 


Amongst  the  useful  wares  special  mention  must  be  accorded  to 
the  Toilet  Pot  and  cover  in  the  shape  of  a  Peach  (No.  n).  This 
has  the  patch  marks  and  the  mark  22  incised  on  the  inside  of  the 
cover.  A  very  similar  pot  in  the  Victoria  and  Albert  Museum  is 
the  only  other  known  example.  Hardly  less  important  is  the  very 
beautiful  Inkstand,  rare  in  its  completeness  with  inkwell,  pounce 
pot,  taper  holder  and  pen-tray  with  cover  (No.  12).  The  Museum 
was  fortunate  to  acquire  a  rare  bell-shaped  Tankard  (No.  13) 
carrying  a  full-length  portrait  of  Shakespeare  copied,  like  the 
late  Derby  figure,  from  the  statue  by  Sheemakers  in  Westminster 
Abbey.  Also,  a  number  of  pieces  have  been  acquired  with  the 
contemporarily  fashionable  Chinese  decoration  and  a  particularly 
attractive  small  barrel-shaped  Mug  (No.  14)  is  shown  here.  A 
rarity  as  well  as  an  oddity  is  the  pair  of  tiny  Bowls  with  panels 
of  Oriental  flowers  (No.  15),  for  their  possible  use  has  not 
yet  been  satisfactorily  explained. 

Almost  as  popular  as  a  decorative  motif  was  the  subject  of 
insects,  especially  moths  and  butterflies:  and  the  melon-shaped 
Teapot  (No.  16)  and  the  rare  square  bowl  of  exceptionally  fine 
quality  (No.  17)  are  high  amongst  the  Museum's  most  treasured 
possessions.  To  refute  those  who  assert  that  the  early  Derby 
wares  lacked  fineness  and  delicacy  is  the  quite  charming  cup  and 
saucer  trembleuse  (No.  18).  An  attractive  little  Butter-boat, 
painted  with  flower  sprays  (Nos.  19a  &  b),  has  a  rare  raised 
quinquangular  mark  similar  to  that  illustrated  on  a  figure  of  a 
pair  of  lambs  (plate  3,  in  Hurlbutt's  Old  Derby  Porcelain),  although 
this  butter-boat  cannot  be  dated  earlier  than  1756.  Of  particular 
local  interest  is  the  mask  jug  (c.  1765)  transfer  printed  in  under- 
glaze  blue  with  one  of  the  earliest  examples  of  the  design  used 
until  recently  as  the  coat  of  arms  of  the  town  of  Derby,  the 
'Buck  in  the  Park'  (No.  20).  A  vase,  called  an  Eel-pot  from  its 
fancied  likeness  to  the  wicker-work  contraption  with  which  eels 
arc  caught  in  the  river  Severn  and  elsewhere  (No.  21),  has  a  gold 
anchor  mark.  But  this  specimen  is  almost  certainly  of  the  pre- 
Chelsea  Derby  period  and  is  a  fine  and  handsome  recent  addition 
to  the  Museum's  collection. 

In  studying  the  subject  of  early  productions  the  fact  would 
seem  to  be  rather  too  often  forgotten  that  in  spite  of  general 
agreement  on  attributions  there  is,  in  the  case  of  Derby,  less  hard 
factual  and  documentary  evidence  for  use  in  identifications  than 


8  (left  above).  Bacchus  holding  grapes  above  his  head,  a  Faun  seated  on  a 
wine  barrel  at  his  feet,  rectangular  flat  base.  Height,  8J  in.,  c.  1756-8. 

9  (centre  above).  Winter,  from  a  set  of  Seasons,  on  a  four-footed  base, 
patch  marks.  Height,  9  in.,  c.  1760-2.  10  (right  above).  Seated  Shepherd, 
his  knees  supporting  a  Sweetmeat  Dish.  Height,  8|  in.,  c.  1758-60.  11. 
Toilet  pot  with  cover,  painted  in  bright,  naturalistic  enamels,  patch  marks. 
Height,  3  in.,  c.  1756.  12  (bottom).  Inkstand,  turquoise  green  ground 
with  painted  panels  of  Chinese  figures  in  river  scenes  in  colour,  the  base 
painted  with  a  Chinese  type  of  butterfly,  patch  marks.  Length,  8  in.,  c.  1758. 
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16  (below).  Melon-shaped  Teapot,  with  scroll  looped 
handled  and  ribbed  spout.  Height,  5|  in.,  c.  1757-8.  17 
(bottom  right).  Square-shaped  Bowl  with  indented 
corners,  the  sides  moulded  with  floral  sprays  in  relief  and 
painted  in  colours.  Width,  3A  in.,  c.  1757-8.  18  (bottom 
left).  Two-handled  Cup  with  pierced  gallery  trembleuse 
saucer.  Width,  5|  in.,  r.  1758. 


13  (above  left).  Bell-shaped  Tankard  with  a  full-length  portrait  of  Shake- 
speare, flowers  on  reverse,  patch  marks.  Height,  si  in.,  c.  1758.  14  (above 
right).  Barrel-shaped  ribbed  Mug,  painted  with  a  Chinaman  seated  under 
a  palm  tree.  Height,  in.,  r.  1758.  15  (below).  Miniature  Bowls,  lobed 
and  ribbed  with  everted  rims,  stalk  handles  and  panels  of  Oriental  flowers 
on  a  yellow  ground.  Height,  i\  in.,  r.  1755-6. 
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19  (below).  Butter-boat,  ribbed  with  loop  handle  and  painted  flower  sprays. 
Length,  5  in.,  c.  1756-7.  20  (left  above).  Jug,  with  mask  lip,  transfer  printed 
in  underglaze  blue,  hunting  trophies  on  the  reverse.  Height,  7j  in.,  c.  1770. 
21  (centre  above).  Vase  of  eel-pot  design,  patch  marks.  Height,  in., 
<-.  1765.  22  (right  above).  Two-handled  Vase  with  cover.  Height,  <,  in., 
c.  1760. 


in  almost  any  other  English  factory.  In  strict  honesty  it  has  to  be 
admitted  that  many  pieces  achieve  their  attribution  more  from 
being  'not-Chelsea'  and  'not-Bow',  not-Longton  Hall',  etc. 
rather  than  from  any  evidence  of  being  positively  Derby. 

This  would  seem  to  be  inevitable  since  there  are  no  known 
factory  marks  as  such.  The  D  and  Derby  on  the  jugs  in  the  Victoria 
and  Albert  and  in  the  British  Museums  are  of  little  use  in  identify- 
ing other  productions.  Indeed  of  greater  value  in  this  direction  is 
the  incised  New  D  on  a  coloured  figure  previously  described  and 
illustrated.  There  is  of  course  the  important  evidence  afforded  by 
the  entries  in  Duesbury's  work-book — here  only  figures  are 
mentioned — and  the  descriptions  of  the  wares  in  the  public 
advertisements  of  forthcoming  auction  sales ;  although  in  these 
latter  other  factories  were  in  most  cases  turning  out  very  similar 
wares. 

Perhaps  there  might  be  general  agreement  on  the  following 
characteristics:  (1)  The  unpainted  glazed  figures  and  the  useful 
wares  with  painted  decoration  show  a  pale  cream-coloured  cast; 
(2)  a  superfluity  of  glaze  on  the  very  early  figures  collects  in  pools 
and  globules  (see  No.  21  above)  but  at  the  same  time  there  is  a 
sparseness  of  glaze  round  the  edge  of  the  base  giving  the  well- 
known  'dry  edge'  effect;  (3)  on  useful  wares  the  excess  of  glaze 
collected  in  corners  and  in  the  bottom  of  bowls  etc.,  but  in  such 
pieces  it  generally  shows  a  blueish  tinge;  (4)  usually  a  very 
narrow  (I  in.  diameter)  screw  hole  in  the  base  of  the  figures  and 
the  under-side  of  the  bases  show  little  or  no  glaze;  (5)  bases  of 
figures  and  rims  of  plates,  bowls,  cups  etc.  ground  down  so  that 
pieces  stand  firmly;  (6)  Three,  rarely  four,  dark  areas  on  bases 
commonly  known  as  patch  marks  on  bases  from  about  1756 
onwards. 

Taking  all  these  into  consideration  there  will  be  seen  to  be 
built  up  a  fair  body  of  evidence,  circumstantial  it  must  be 
admitted,  rather  than  documentary  yet  nevertheless  of  a  weight 
and  consistency  to  permit  reasonable  attributions.  And  if  these 
arc  correct  then  we  must  vouchsafe  to  the  Derby  factory  by 
about  1 760  a  meteoric  rise  to  a  place  second  only  to  Chelsea  in 
quality  while  in  quantity  and  variety  of  output  it  was  unrivalled 
in  Britain. 
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Books  Reviewed 


CATALOGUE  OF  THE  CONSTABLE 
COLLECTION.  VICTORIA  AND 
ALBERT  MUSEUM:  By  Graham  Reynolds. 
(London:  H.M.  Stationery  Office,  _£6  6s.net.) 

IN  the  matter  of  publishing  The  Victoria  and 
Albert  Museum,  making  up  for  lost  time, 
goes  from  strength  to  strength ;  and  to  support  its 
enterprise  H.M.  Stationery  Office  has  set  a  very 
exacting  standard  of  production,  each  of  the 
recent  volumes  being  better  than  the  last. 

Within  a  year  or  so  the  catalogues  of  the 
Tiepolo  drawings  and  the  furniture  designs  of 
the  eighteenth  century;  both  notable  publica- 
tions, have  appeared,  and  now,  in  fulfilment  of 
perhaps  the  most  obvious  need,  they  are  followed 
by  Mr.  Graham  Reynolds'  Catalogue  (though 
here  the  term  seems  oddly  inadequate)  of  the 
matchless  collection  of  Constable's  drawings 
and  pictures,  nearly  all  given  by  Iris  daughter 
Isabel  and  representing  a  considerable  proportion 
of  what  remained  in  the  artist's  studio  at  the  time 
of  his  death. 

As  a  museum  publication  this  splendid  volume 
I  approximates  the  ideal.  Rather  more  than  600 
items  are  described  and  597  reproduced,  the  oil 
1  paintings  and  sketches  being  in  the  proportion 
of  about  one  in  three  to  the  oils,  not  counting 
.  the  sketch  books  crowded  with  slight  graphic 
j  notes.  The  entries  are  arranged  in  chronological 
i  order  (so  far  as  the  scrupulously  sifted  evidence 
1  allows)  and  the  photographic  illustrations,  which 
I  follow  the  catalogue  in  the  main,  are  throughout 
of  a  quality  that  leaves  nothing  to  be  desired : 
:  there  is  not  a  single  poor  reproduction.  The 
i  'Cottage  in  a  Cornfield'  serves  as  a  frontispiece, 
'  and,  mercifully,  it  is  the  only  colour  plate:  how 
vehemently  Constable  would  have  derided  it ! 

In  his  Introduction  Mr.  Reynolds  traces  the 
artist's  development  from  his  formative  years — 
and  how  slow  a  starter  he  was  can  be  judged 
from  the  first  hundred  or  so  illustrations — often 
looking  beyond  the  Museum  Collection  and 
relating  sketches  and  studies  to  famous  works 
elsewhere.  This  brief  essay,  a  blend  all  too  rare 
of  scholarship  and  criticism,  is  admirably  percep- 
tive and  does  full  justice  to  the  various  aspects 
and  phases  of  Constable's  art.  It  does  not  indulge 
in  the  indiscriminating,  extravagant  adulation 
that  now  seems  to  be  thought  obligatory,  even 
by  avant  garde  critics,  whenever  Constable  is 
discussed — a  queer  anomaly,  since  he  would 
certainly  have  detested  the  sort  of  painting  by 
which  they  set  the  highest  store. 

The  notes,  which  someunes  run  to  consider- 
able length,  are  close-packed  with  every  scrap  of 
relevant  information,  gathered  from  a  wide 
variety  of  sources  and  often  the  outcome  of 
diligent  research. 

Looking  through  that  splendid  corpus  of 
plates,  it  is  surely  permissible  for  an  admirer  of 
Constable  this  side  of  idolatry  to  hold  that  the 
proofs  of  his  genius  are  not  to  be  found  in  his 
pencil  drawings — or  perhaps  even,  with  rare 


exceptions,  in  Iris  watercolours.  Mr.  Reynolds 
notes  that  the  'crudity'  of  some  of  the  Brighton 
drawings  of  1824  misled  Holmes  into  thinking 
them  early  works;  and  there  are  many  others 
not  a  whit  better  of  a  later  date.  But  in  his  last 
years  Constable  made  a  few  drawings  in  mono- 
chrome, with  one  landscape  study  in  full  water- 
colour,  which  are  without  precedent  in  his  work 
and  reveal  the  complete  mastery  of  the  medium 
that  he  finally  achieved  'in  these  magnificent  and 
summary  affirmations'  (Plates  308-10).  If  at 
South  Kensington  there  are  no  finished  pictures 
of  quite  the  breath-taking  beauty  of  the  National 
Gallery  'Malvern  Hall',  the  essential  elements  of 
Constable  are  concentrated  in  the  oil  sketches 
and  studies,  of  which  the  masterpiece  is  the 
wonderful  'Leaping  Horse'. 

Apart  from  Leslie's  incomparable  Life,  this 
catalogue  is  by  far  the  most  important  book 
about  Constable  and  an  outstanding  addition  to 
the  still  sadly  inadequate  literature  of  English 
art.— R.E. 

A  HISTORY  OF  THE  CROWN  JEWELS 
OF  EUROPE:  By  Lord  Twining.  (London: 
B.  T.  Batsford  Ltd.  £16  16s.  net.) 

WHILST  several  authors,  both  in  England  and 
elsewhere,  have  written  books  about  Crown 
Jewels  on  a  national  basis,  Lord  Twining  is  the 
first  English  writer  to  produce  such  a  volume  to 
cover  the  whole  of  Europe.  Design  and  symbolic 
representation  have  often  been  copied  by  nations 
from  each  other  in  the  past,  so  it  is  clear  that  the 
European  basis  of  this  book  is  likely  to  make  it  a 
useful  contribution  towards  our  knowledge  of 
the  origin  and  early  history  of  the  English  Crown 
Jewels.  In  including  in  the  book,  as  coming  under 
tins  definition,  articles  of  personal  jewellery 
kept  for  the  use  of  sovereigns  and  their  families, 
as  well  as  the  usual  coronation  and  state  regalia 
included  by  writers  hitherto,  the  author  has 
enlarged  considerably  the  scope  of  his  book. 

He  has  travelled  far  and  wide  over  Europe  for 
thirty  years  to  collect  his  data.  Most  of  the 
pieces  he  mentions  as  being  in  existence  he  has 
evidently  seen  himself,  and  has  in  most  cases 
succeeded  in  obtaining  photographs  of  them. 
His  researches  during  this  time  have  included 
the  study  of  most  of  the  literature  in  each  country, 
ancient  or  modern,  dealing  with  his  subject  or 
connected  with  it,  including  original  documents 
such  as  catalogues,  inventories,  etc.  Neither 
frontiers  nor  languages  appear  to  have  con- 
stituted a  bar,  though  he  does,  as  regards  the 
latter,  acknowledge  the  assistance  of  translators 
in  his  preface.  As  a  result,  the  factual  data  which 
has  been  collected  about  existing  pieces,  cover- 
ing as  it  does  the  whole  of  Europe,  is  by  far  the 
most  complete  ever  published.  This  alone  makes 
Lord  Twining's  book  both  valuable  and  im- 
portant for  reference  purposes,  apart  from  its 
historic  interest. 

The  method  adopted  by  the  author  is  to  de- 


vote one  chapter  to  each  country,  each  complete 
in  itself,  winch  gives  a  comprehensive  history, 
and  description  where  available,  of  the  Crown 
Jewels  with  which  the  country  is  concerned,  or 
has  been  concerned  in  the  past.  As  these  liistories 
in  most  cases  cover  periods  of  dynastic  and 
political  change,  he  wisely  includes  at  the  end  of 
each  chapter  a  chronological  hst  of  the  rulers 
concerned.  This  is  of  great  assistance  in  keeping 
the  reader  'on  the  rails'.  At  the  end  of  each  he 
has  added  a  bibliography  for  the  country  in 
question ;  also  another,  at  the  end  of  the  book,  of 
works  which  have  a  universal  application.  As  is 
inevitable  in  a  work  of  this  size  there  are  several 
small  inaccuracies  and  misprints,  which,  un- 
fortunately, seem  to  be  most  prevalent  in  the 
English  chapter  where  readers  are  most  likely  to 
notice  them.  These  will  no  doubt  be  corrected 
in  future  editions. 

The  book  is  profusely  illustrated  throughout 
in  monochrome,  practically  every  important 
piece  still  in  existence  being  depicted.  In  other 
instances  old  engravings,  coins,  etc.,  have  been 
reproduced.  The  author  has  evidently  taken 
great  pains  over  this  feature,  and  the  result 
achieved  much  enhances  the  already  considerable 
value  of  the  book. 

The  publishers  describe  the  book  as  'encyclo- 
paedic' and  'a  monumental  work'.  Most  readers 
will  agree  that  both  terms  are  well  deserved.  Its 
production  generally  is  entirely  in  accordance 
with  the  high  standard  normally  attained  by 
Messrs.  Batsford :  and  at  16  guineas  the  price  is  far 
from  excessive  in  view  of  the  immense  amount 
of  information  contained  in  it.  Altogether,  it  is  a 
publication  of  which  author  and  publishers  alike 
may  both  well  be  proud. — H.D.W.S. 

THE  ARCHAEOLOGY  OF  WEAPONS: 

By  R.  Ewart  Oakcshott.  pp.  359,  22  plates, 
179  text  figures.  (London:  Lutterworth  Press, 
i960.  45s.  net.) 

UNDER  his  universal  title  Mr.  Oakeshott  has 
written  an  interesting,  well-informed  and  read- 
able, if  rather  chatty,  history  of  the  sword  in 
Europe  from  the  Bronze  Age  to  the  end  of  the 
Middle  Ages.  To  this  he  has  grafted  a  general 
history  of  some  other  weapons  and  of  armour  of 
the  same  period.  The  author's  obviously  genuine 
love  and  enthusiasm  for  the  subject  are  evident 
from  first  to  last,  but  it  is  in  his  treatment  of  the 
later  mediaeval  sword  that  he  makes  the  greatest 
contribution  to  the  study  of  arms  and  armour. 
Of  particular  value  are  those  sections  which 
present  a  classified  chronology  of  sword,  pommel 
and  guard  types  which  the  author  has  based  on, 
and  continued  from,  Sir  R.  E.  M.  Wheeler's 
abbreviated  Viking  sword  typology  of  1927. 
The  extended  classification,  which  was  published 
in  part  by  Mr.  Oakcshott  in  1951,  is  substantially 
supported  by  the  evidence  of  monumental 
brasses,  tomb  sculptures,  manuscript  illumina- 
tion, paintings  and  datable  swords.  But  one 
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longs  for  precise  references  to  these  sources.  As 
the  majority  of  commercial  publishers,  perhaps 
even  those  responsible  for  such  an  attractively 
produced  book  as  this,  still  consider  references 
to  be  little  more  than  an  expensive  nuisance,  the 
fault  may  not  be  the  author's  but  at  least  he 
might  avoid  tantalising  us  by  mentioning 
'literary  references'  without  detailing  them. 

The  responsibility  for  the  inaccurate  and  in- 
adequate bibliography  is,  however,  the  author's. 
The  best  that  can  be  said  for  it  is  that  it  corrects 
the  unfortunate  errors  which  arise  in  the  author's 
acknowledgement  of  his  debt  to  Hewitt.  It  is 
difficult  to  understand  the  purpose  of  a  biblio- 
graphy which  includes  manuscript  facsimiles 
but  disregards  the  vast  corpus  of  scholarship  in, 
to  mention  but  one  example,  the  Zeitsclirift  Jiir 
historische  Waffen-  and  Kostiimkunde  on  which  the 
author  has  drawn  freely.  Despite  this  and  the 
lack  of  a  better  index,  the  absence  of  which  may 
offend  others  less  than  it  does  tins  reviewer, 
Mr.  Oakeshott  has  packed  a  great  deal  of  in- 
formation about  swords  into  his  book.  Unfortu- 
nately he  has  also  attempted  to  find  space  for  the 
remainder  of  the  huge  subject  of  arms  and 
armour  of  his  period  with  less  happy  results. 
Too  much  has  had  to  be  left  out  to  justify  the 
claim  that  this  is  a  'full,  accurate'  account  and, 
on  occasion,  what  has  been  included  is  decidedly 
misleading.  In  the  tiny  section  devoted  to  the 
crossbow,  for  example,  the  author's  neat  little 
drawings  show  a  serious  lack  of  understanding. 

Several  of  the  errors  in  Mr.  Oakeshott's  book 
have  arisen  from  his  acceptance  of  the  opinions 
of  other  writers  without  having  examined  cer- 
tain pieces  in  person.  No  doubt  these  errors  will 
be  corrected  before  the  publication  of  the  book 
on  the  mediaeval  sword  on  which  he  is  now 
reported  to  be  working.  In  his  first  book  the 
author  has  revealed  enough  of  his  knowledge  to 
make  the  publication  of  his  next  an  occasion  to 
be  welcomed  by  everyone  interested  in  the 
sword  and  its  accessories.  This  will  particularly 
be  the  case  if  Mr.  Oakeshott  and  his  publisher 
are  prepared  to  pay  the  attention  to  the  essential 
accuracy  in  translation,  description  and  refer- 
ences, by  which  an  author's  claim  to  'scholarship 
and  mastery  of  his  subject'  stand  or  fall. — W.R. 

SICKERT:   By    Lillian    Browse.  (London: 
Rupert  Hart-Davis.  £3  3s.  net.) 

'THE  best  English  painter  since  Constable  and 
Turner.'  Recalling  the  period  that  divides 
Sickert  from  those  masters  and  Roger  Fry's 
reminder  that  'ours  is  a  minor  school',  Miss 
Browse's  estimate  does  not  amount  to  very  ex- 
travagant praise.  Her  volume  on  the  artist 
published  in  1942  is  now  superseded  by  another 
based  on  further  long  study  and  more  compre- 
hensive in  scale.  It  is  the  outcome  of  an  old 
enthusiasm,  a  proof  of  Sickert's  power  to  cast 
and  maintain  a  spell.  Here  she  provides  in  an 
Introduction  an  adequate  chronological  outline 
of  Sickert's  career  (though  consideration  of  the 
writings  which  throw  so  strong  a  light  on  his 
personality  is  inevitably  precluded  by  the  plan 
of  the  book) ;  an  unrivalled  corpus  of  admirably 
reproduced  illustrations;  and — what  vastly  en- 
hances their  value — full  and  authoritative  notes, 
revealing  familiarity  with  almost  every  canvas 


and  giving  an  abundance  of  information  not 
available  elsewhere. 

Miss  Browse  has  been  taken  to  task  for  not 
seeking  out  influences — Whistler,  Degas,  Tou- 
louse-Lautrec and  the  rest — but  if  sorted  out  they 
will  not  go  very  far  to  account  for  Sickert's  art. 
Her  discussion  of  its  various  phases  and  the 
detailed  criticism  of  individual  work,  is  unfail- 
ingly perceptive,  apt  and  happily  phrased.  She 
does  not  indulge  in  the  now  fashionable  practice 
of  attributing  emotions  and  intentions  to  an 
artist  winch  he  may  or,  more  likely,  may  not 
have  entertained  (as  in  the  catalogue  of  the 
Picasso  Exhibition  at  The  Tate).  Nor  does  she 
attempt  a  general  assessment  of  Sickert's 
achievement,  or  seek  to  assess  his  art  against  its 
European  background.  Such  an  assessment 
would  be  difficult  to  make.  His  ties  with  the 
school  of  his  adopted  country  are  tenuous,  the 
Romantic  element  in  his  art  (and  who  will  deny 
that  at  heart  he  was  a  Romantic?)  being  the 
chief;  nor  in  spite  of  his  many  contacts  with  his 
Continental  contemporaries,  did  he  really 
belong  to  any  school.  Not  an  Impressionist  con- 
cerned with  fleeting  appearance,  or  a  Post- 
Impressionist  preoccupied  with  the  realisation  of 
form  intent  on  his  own  purposes,  the  great 
revolutionary  movements  of  his  maturity — 
Fauvism,  Cubism — passed  him  by.  Miss  Browse 
claims  that  he  was  a  realist,  but  the  latent  irony 
and  overtones  of  sympathy  in  the  Camden  Town 
interior  must  be  taken  to  refute  the  claim. 
Sickert  was  wont  to  describe  himself  as  'a 
literary  painter',  but  that  was  only  his  mischiev- 
ous fun:  the  titles  he  bestowed  so  freely  on  his 
figurative  inventions  were  capriciously  invented 
and  a  moral  or  message  has  nothing  to  do  with 
the  themes.  He  was  a  true  original.  Highly 
personal  and  idiosyncratic,  a  string  of  negatives 
will  not  serve  to  explain  his  best  work,  which  has 
a  magical  quality  that  defies  analysis,  a  way  of 
seeing  and  feeling  entirely  his  own. 

Yet,  looking  through  the  illustrations  and  the 
notes  which  bring  the  pictures  again  so  clearly 
before  the  inward  eye,  surely  the  final  impres- 
sion that  remains  is  of  a  minor,  albeit  enchanting, 
artist;  one  too,  who,  since  the  arrogance  and 
swagger  were  merely  deliberate  poses,  had  no 
illusions  about  his  rank,  being  ready  'to  sit  at 
the  feet  of  Degas'  from  his  youth.  Beyond 
question,  Sickert  was  a  master  of  tonal  values, 
and  in  a  large  number  of  his  pictures  there  are 
wonderfully  subtle  graduations  of  tone,  the 
note  throughout  being  perfectly  sustained.  But 
quite  often  they  degenerate  into  an  opaque  fog, 
the  heads  of  an  audience  pin-pointed  and  jump- 
ing out  of  the  canvas,  or  looming  up  barely 
discernible  out  of  impenetrable  gloom.  Capable 
of  delicious  and  recondite  colour  harmonies,  his 
palette  is  too  restricted  and  narrow  in  range  for 
him  to  pass  as  a  great  colourist.  His  ability  to 
organise  and  carry  through  a  large  picture  masks 
a  definite  limitation  of  his  powers:  a  picture 
more  than  three  feet  wide  is  exceptional,  and 
most  of  them  are  very  much  smaller.  Then 
again  many  of  his  works — and  not  only  those  of 
the  early  Whistlerian  phase — give  the  effect  of 
drawings  to  which  colour  has  been  applied, 
contours  being  marked  by  calligraphic  dark  lines. 

Miss  Browse  omits  from  her  illustrations  and 


summarily  dismisses  the  'Echoes'  and  other 
pictures  of  Sickert's  last  decade,  holding  them 
to  be  lamentable,  pathetic  failures;  perhaps 
through  an  instinctive  prejudice  against  works 
which  exploited  a  photographic  basis.  To  pass 
them  over  entirely  was  a  regrettable  decision. 
Where  the  experiment  comes  off,  they  show  a 
larger  conception  of  form  and  novel  juxtaposi- 
tions of  resonant  colour ;  already  foreshadowed 
in  'The  Raising  of  Lazarus'  and  'Lazarus  breaks 
his  Fast',  which  Miss  Browse  numbers  among 
Sickert's  masterpieces. — R.E. 

THE  ART  OF  WILLIAM  BLAKE:  By 

Anthony  Blunt.  (Columbia  University  Press: 
London,  Oxford  University  Press.  36s.  net. 
122  pp.,  64  pp.  of  plates.) 

THE  Blake  literature  is  unwieldy,  often  obscure 
and  at  times  regrettably  eccentric.  It  must  be 
admitted  that  Blake  himself  rather  asked  for  it; 
lyric  poet  of  genius  and  self-appointed  prophet, 
he  wrote  and  designed  in  symbols  themselves 
often  obscure  and  eccentric,  and  we  should 
hardly  be  surprised  at  his  being  branded  insane 
enthusiast  through  much  of  the  nineteenth 
century,  or  lauded  as  mystagogue  par  excellence, 
as  he  was  in  the  'nineties,  and  has  been  ever  since 
by  an  increasing  coterie  of  symbologists.  What 
Blake  the  painter  and  designer  has  long  needed, 
and  has  now  been  given  by  the  present  author, 
is  a  serious,  matter-of-fact,  academic  appraisal. 
Sir  Anthony  has  no  axe  to  grind,  save  that  which 
he  has  used  to  cut  his  way  through  the  thickets 
of  'interpretation'  which  surround  his  subject. 
What  he  has  done  is  to  approach  Blake  as 
though  he  was  an  artist  like  any  other,  suscept- 
ible of  understanding  with  the  aid  of  the  ortho- 
dox instruments  and  disciplines  of  the  art- 
historian — an  achievement  no  less  original  than 
modest  and  valuable.  His  book  is  in  fact  the  text 
of  a  series  of  Bampton  lectures  which  he  delivered 
at  Columbia  University  in  1959,  and  for  which 
his  admirable  Introduction  to  the  Tate  Gallery's 
1957  Blake  catalogue  can  now  be  seen  as  an 
ibauche. 

It  would  perhaps  be  disingenuous  to  expect  a 
firework  display  of  'illumination'  from  such  an 
account,  as  some  critics  seem  to  have  done. 
Instead  of  concentrating  on  the  uniqueness  of 
Blake — which,  in  an  obvious  sense,  needs  no 
stressing — Sir  Anthony  has  chosen  also  to 
demonstrate  to  what  a  remarkable  degree  he 
was  able  to  participate  in  so  many  of  the  accepted 
affiliations  of  his  time  and  still  remain  himself. 
Again  and  again  we  are  shown  him  borrowing, 
adapting  and  transforming  the  inventions  of 
others — Roman  bronzes,  English  mediaeval 
illuminations,  Michelangelo,  Salviati,  Fuseli, 
Stothard,  and  many  others — only  to  emerge  a 
naked  and  original  creator.  It  is  in  the  detailed 
tracing  of  such  derivations  that  Sir  Anthony 
expounds  some  of  his  most  interesting  material. 
But  he  has  many  suggestive  observations  to 
make  on  other  related  topics  of  derivation:  an 
example  is  Blake's  ambivalent  attitude  towards 
Burke  who,  he  said,  'mocks  inspiration  and 
vision',  and  yet  many  of  whose  ideas  on  the 
Sublime  Blake  followed  so  surprisingly  closely. 

In  his  preface  Sir  Anthony  states  clearly  his 
intentions.  His  ambition,  he  tells  us,  has  not  been 
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to  write  an  exhaustive  study  of  Blake  as  an 
artist,  but  to  provide  a  general  introduction  to 
his  art.  Within  these  limits — which  prove  by  no 
means  so  limiting  as  they  sound — the  religious, 
philosophical  and  mythological  furnishings  of 
Blake's  mind  are  examined  and  related  to  the 
graphic  designs  in  which  they  were  expressed, 
and  his  own  poetry  is  where  necessary  brought 
up  in  evidence.  The  final  pages  of  Ins  book  con- 
tain Sir  Anthony's  sober  summing-up.  Taking  a 
cue  from  a  remark  made  by  Rodin  to  Arthur 
Symons,  he  states  a  conclusion  with  which  few 
should  quarrel.  Symons  had  shown  some  draw- 
ings by  Blake  to  the  great  sculptor.  He  explained : 
'He  used  literally  to  see  these  figures;  they  are 
not  mere  inventions'.  'Yes',  replied  Rodin,  'he 
saw  them  once :  he  should  have  seen  them  three 
or  four  times.'  From  this  penetrating  observa- 
tion Sir  Anthony  argues  that  Blake  'saw  vividly, 
but  he  saw  schematically.  To  express  what  he 
wanted  to  convey  a  series  of  symbols  was  often 
enough,  with  the  result  that  his  works  are  some 
times  thought  rather  than  seen,  whereas  with  a 
great  visionary  painter,  like  Michelangelo  in  his 
later  days,  the  images  are  as  full  and  rich  visually 
as  they  are  intellectually'.  If  the  number  of 
designs  by  Blake  in  which  visual  richness  is  fully 
integrated  with  intellectual  content  is  small  in 
relation  to  his  total  production,  there  still 
remains  much,  and,  notably,  many  of  the  late 
Dante  illustrations,  in  which  the  necessary  fusion 
has  taken  place :  designs  for  which,  to  paraphrase 
Rodin,  Blake  has  been  able  to  express  a  more 
intimate    acquaintance    with    his  visionary 
'models',  and  which  must  rightly  have  their 
places   in   any   representative   anthology  of 
British  art.— J.M. 

VICTORIANA:  A  COLLECTOR'S 
GUIDE:  By  Violet  Wood.  (London:  G.  Bell 
&  Sons.  30s.  net.) 

THIS  little  manual  is  by  a  lady  who,  so  we  are 
assured,  has  lived  all  her  life  among  Victoriana — 
in  itself  no  mean  feat  in  an  ever-changing  world 
— has  collected  it  for  forty  years,  and  lately 
turned  her  knowledge  to  account  as  'a  noted 
dealer',  doubtless  encouraged  by  the  rapidly  in- 
creasing vogue.  For  prospective  adherents  to  the 
cult  her  book  should  provide  a  valuable  test:  if 
they  don't  like  what  they  find  here,  they  had 
better  have  done  with  Victoriana  and  leave  its 
accumulation  to  the  incorrigible  addict. 

Introduced  with  an  enthusiastic  and  oddly 
expressed  Foreword  by  the  Treasurer  of  the 
Victorian  Society,  it  covers  a  wide  field — bric-a- 
brac,  silver,  china,  jewellery,  plate,  needlework, 
and  that  by  no  means  exhausts  the  list:  the 
Victorians  made  all  sorts  of  miscellanea,  many 
fcr  purposes  never  thought  of  before.  Appre- 
ciative epithets — 'beautiful',  'lovely',  'exquisite', 
'enchanting'  are  freely  scattered  about:  de 
gustibus  .  .  .  and  the  qualities  attributed  are,  after 
all,  indefinable;  so  why  protest.  For  the  true 
addict  these  words  must  bear  a  new  coimotation. 
Standards  derived  from  the  study  of  the  applied 
arts  through  the  centuries  no  longer  apply. 
Judged  by  those  standards,  most  of  the  objects 
reproduced  arc  beyond  question  horribly  de- 
graded in  design,  'the  period'  interest  being  pre- 
sumably the  main  recommendation  for  their 


admirers.  But  at  least  it  may  be  claimed  that  a 
great  variety  of  Victorian  artifacts  are  disting- 
uished by  astonishing  ingenuity,  even  if  one  holds 
it  to  be  often  misapplied,  and  are  moreover 
superlatively  well  made  (for  example  much  of 
the  extravagantly  ornate  jewellery) ;  impeccable 
craftsmanship  long  outlasting  an  instinctive 
hereditary  feeling  for  form.  Furniture  here 
figures  prominently  and  the  examples  repro- 
duced, with  few  exceptions,  are  monstrously 
ugly,  if  against  so  many  laudatory  epithets  one 
pejorative  may  be  allowed;  and  assuming  that 
such  qualitative  terms  as  proportion,  balance  and 
harmony  of  line  may  still  be  taken  to  retain  their 
meaning.  The  hall  and  two  views  of  a  drawing- 
room  reproduced  may  be  taken  to  be  discreet  re- 
arrangements or  essays  in  period  style :  the  rooms 
seem  to  have  been  purged  of  the  typical  incon- 
gruous clutter  of  objects. 

The  text,  which  lays  no  claim  to  scholarship  or 
to  the  breaking  of  fresh  ground,  is  in  the  form  of 
classified  notes  and  sufficiently  informative  for 
the  purpose.  There  is  an  adequate  number  of  line 
drawings  and  photographs,  but  one  inexplicable 
omission — the  chintzes  and  printed  cottons  of 
which  a  fully  representative  selection  has  lately 
been  shown  at  the  Victoria  and  Albert  Museum. 
In  the  field  of  design  these  fabrics  may  be 
regarded  as  the  outstanding  achievement  of  the 
period. — R.E. 

HAT  BOXES  AND  BANDBOXES  AT 
SHELBURNE  MUSEUM,  SHEL- 
BURNE,  VERMONT:  By  Lilian  Baker 
Carlisle.  Museum  Pamphlet  Series,  Number  4. 
(Shelburne  Museum  Inc.,  Shelburne,  Vermont, 
U.S.A.  $4.00.) 

THIS  volume,  of  nearly  two  hundred  pages 
bound  in  an  attractive  paper  cover  showing  de- 
signs in  colour  of  boxes  at  Shelburne,  answers 
much  more  than  its  specific  purpose  of  serving 
as  a  guide  to  the  Museum's  collection ;  probably 
the  finest  assemblage  of  American  examples  in 
existence.  There  is  little  in  print  concerning  these 
paper-covered  pasteboard  boxes  which  served  as 
travelling  cases  and  storage  receptacles  for  hats, 
bonnets,  'bands',  ribbons  and  trinkets  in  the 
period  c.  1 825-1 860.  Mrs.  Carlisle's  exposition  of 
design  sources,  her  classification  of  types  and 
record  of  dates  is  welcome  as  the  first  compre- 
hensive treatment  of  the  subject.  The  collection 
she  is  cataloguing,  formed  by  Mrs.  J.  Watson 
Webb,  founder  of  Shelburne  Museum,  is  so 
extensive  that  it  covers  the  full  range  of  bandbox 
papers.  Illustrated  are  nearly  two  hundred 
patterns.  These  papers,  on  boxes  originally 
priced  at  about  fifty  cents,  are  today  of  value  in 
representing  an  initial  phase  of  block-printing  in 
colour  and  in  recording  the  contemporary  scene. 
Some  of  the  early  papers  were  imported  but  the 
majority  are  of  American  origin.  Later  examples 
include  a  few  mechanically  printed  designs. 

In  block-printing,  gouache  colours  were  used, 
the  background  of  solid  tint  was  often  cerulean 
blue,  but  lemon  and  canary  yellow  and  tones  of 
buff  as  well  as  dull  pink  were  also  employed.  On 
these  grounds,  the  bold,  simple  design  was 
printed  by  hand  from  wooden  blocks  in  three  or 
more  colours:  soft  reds,  olive  green,  brown, 
pinkish  tones  and  white  for  highlights.  Subjects 


The  Etruscan  Lion 

W.  LLEWELLYN  BROWN 

A  study  of  the  lion  and  its  importance  as  a 
favourite  subject  in  Etruscan  art  from  the 
seventh  to  the  third  century  B.C.  The  nature 
and  sources  of  the  'orientalizing'  influences  in 
Etruria  are  also  discussed  at  length,  and  many 
problems  of  Etruscan  and  Greek  art  in  the 
seventh  century  are  illuminated,  (oxford 
MONOGRAPHS  ON  CLASSICAL  ARCHAEOLOGY) 
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Cretan  Seals 

WITH  A  CATALOGUE  OF  THE  MINOAN 
GEMS  IN  THE  ASHMOLEAN  MUSEUM 

V.  E.  G.  KENNA 

In  discussing  the  various  uses  of  numerous 
ancient  Cretan  seals  which  survive  in  excellent 
condition,  the  author  shows  how  archaeologists 
have  used  this  evidence  to  construct  a 
chronology  and  form  a  picture  of  contemporary 
Minoan  trade  and  culture  over  a  thousand  years. 

Illustrated  £5  5s  net 


Diderot:  Salons 

VOLUME  11:  1765 

EDITED  BY  JEAN  SEZNEC  AND 
JEAN  ADHEMAR 

This  volume  contains  one  Salon  only;  for 
brilliance,  range  of  thought,  and  variety  of  tone, 
the  work  is  unsurpassed  in  Diderot's  whole 
literary  production.  The  whole  volume  is 
written  in  French. 

Illustrated  £5  5s  net 

Athos: 

The  Mountain 
of  Silence 

PHILIP  SHERRARD 

With  colour-photographs  by  Paul  du  Marchie  v. 
Voorthuysen 

The  life  of  the  monks  on  the  rocky  peninsula  of 
Mount  Athos,  presented  in  its  setting  of 
landscape,  architecture,  and  art,  superb 
photographs  being  matched  by  first-class 
writing. '. . .  probably  the  best  historical 
reference-book  in  English  on  its  subject  now 
available.'  daily  telegraph 
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relate  to  transportation,  fashion,  town  views, 
historical  portraiture,  classic  and  romantic 
themes,  hunting  scenes,  flower  and  gconictric.il 
designs,  boldly  drawn  animals  from  the  zoo,  and 
native  animals  perhaps  taken  from  some  con- 
temporary scientific  publication  of  a  popular 
nature. 

An  interesting  group  of  men's  hat  boxes  in- 
cludes some  in  the  shape  of  the  tall  hats  they  were 
to  contain  and  others  covered  in  printed  designs 
of  hats,  of  value  as  an  almost  year-to-year 
record  of  changing  styles. 

The  collection  is  rich  in  examples  by  that 
best  known  of  makers,  Hannah  Davis  of  Jaffrey, 
New  Hampshire  (1784-1863),  whose  well  made 
boxes  formed  of  thinly  sliced  spruce  wood 
covered  in  imported  wallpapers  have  long  been 
prized.  Bandboxes  were  made  in  many  countries 
but  they  seem  to  have  been  produced  in  greater 
number  in  the  United  States  than  elsewhere. 
Since  the  discovery  of  their  merit  about  1900  by 
Alexander  W.  Drake,  and  the  sale  of  his  collec- 
tion at  auction  in  New  York  in  1913,  they  have 
engaged  the  attention  of  a  growing  number  of 
collectors. — H.C. 

DUTCH  SILVER:  Volume  III.  Wrought  Plate 
of  The  Central,  Northern  and  Southern 
Provinces  from  the  Renaissance  until  the  end 
of  the  Eighteenth  Century:  By  J.  W. 
Frederiks.  Pp.  XII  and  157.  332  plates  (451 
pieces).  (The  Hague:  Martinus  Nijhoff.  160 
guilders.  Hand  grained  goat's  leather,  250 
guilders.) 

THIS,  the  third  volume  of  Mr.  Frederiks' 
important  work  on  the  silver  of  Holland,  con- 
tinues the  task  to  which  the  author  set  his  hand 
some  ten  years  ago  and  worthily  maintains  the 
standard  of  the  preceding  volumes.  The  author 
has,  reasonably  enough,  discounted  the  need  for 
a  lengthy  introductional  survey  of  the  subject 
since  the  present  volume  is  in  effect  a  continua- 
tion of  that  which  covered  the  plate  of  the 
Provinces  of  North  and  South  Holland.  The 
same  plan  is  followed  of  sub-dividing  by 
provinces,  towns  and  makers  with  a  catalogue 
raisonne  of  each  piece  illustrated,  together  with 
indices  of  makers  and  designers,  and  classes  of 
object. 

Once  again  it  is  the  powerful  engraving  winch 
makes  the  greatest  impression.  From  the  smallest 
scent-bottle  to  the  largest  dish  or  beaker  there  is 
a  wealth  of  individual  fantasy  in  figure-work, 
arabesques  and  even  maps  and  plans  of  forts  in 
the  Groningen  series  of  plaques  and  medals  by 
Jan  dc  Fries  and  his  followers. 

In  the  southern  provinces  of  North  Brabant 
and  Limburg,  Flemish  influence  naturally  reveals 
itself  in  the  eighteenth  century  by  a  predilection 
for  spirally  fluted  forms  such  as  the  Maastricht 
mustard-pot  by  Leunis  of  1771,  or  Gilissen's  ex- 
cellent coffee-pot  and  hot-milk  jug  of  1779 
from  the  same  town.  Reflections  of  Louis  XIV 
influence  appears  in  Engelen's  lovely  candlestick 
from  Arnhcm  (1707)  while  comparisons  with 
England  occur  spasmodically  throughout  with- 
out regard  to  any  particular  part  of  Holland: 
e.g.  the  fine  engraving  of  the  tazza  from  Breda 
of  1567,  the  Kampen  Cup  of  1551  and  the 
Leeuwarden  example  by  Douwcs  of  about  1620 


(a  curious  case  of  time-lag  in  design),  both,  in 
their  allegiance  to  German- Flemish  engraved 
designs,  demonstrating  the  international  character 
of  Renaissance  form  and  decoration.  Later 
similarities  occur  in  the  Zwolle  ewer  and  dish 
of  1679,  and  the  Zutphen  double-lipped  sauce- 
boat  of  1752  showing  a  delay  of  some  thirty 
years  after  the  production  of  such  pieces  in 
London. 

The  tics  of  Protestant  influence  in  communion 
vessels  is  strikingly  underlined  by  the  Leeu- 
warden cups  by  Jelle  Jansz  of  1 564  and  de  Valdi  of 
1599- 

As  in  the  previous  volumes  of  this  series  there 
can  be  no  cavil  at  the  standard  of  production  and 
the  quality  of  the  plates  is  the  best  possible 
tribute  to  the  skill  and  perfection  of  the  works 
they  portray  .We  are  promised  at  least  one  more 
volume  in  the  series  from  Mr.  Frederiks'  in- 
defatigable pen  and  wish  him  a  happy  conclu- 
sion to  his  labour  of  love. — A.G.G. 

DECORATIVE  TREES  AND  SHRUBS. 

Sixty  plates  in  seven  colours  after  the  orig- 
inals by  Hans  Schwarzenbach:  Text  by  Hans 
Zaugg  and  Hans  Coaz.  Translated  and  adapted 
by  Herbert  L.  Edlin.  (London:  Thames  and 
Hudson.  -/Qs  5S-  net.) 

'The  bright  acacia  and  the  vivid  plane, 
The  rich  laburnum  with  its  golden  chain ; 
And  all  the  variegated  flow'ring  race, 
That  deck  the  garden,  and  the  shrubb'ry 

grace  .  .  . 

So  wrote  Richard  Payne  Knight  in  his  'didactic 
poem'  The  Landscape,  of  1794.  With  his  friend 
Uvedale  Price  he  was  striving  to  re-create  a  lively, 
picturesque  manner  of  gardening,  looking  back 
to  the  style  originated  by  Hamilton  at  Pains  Hill 
and  Shenstone  at  The  Leasowes,  which  had 
disappeared  under  the  domination  of  'Capability' 
Brown  with  his  well-tailored,  over  'smooth' 
mass-produced  landscapes.  It  is  true  that  Brown 
had  been  limited  in  his  choice  of  material.  In  his 
day,  nurserymen  could  supply  little  more  than 
English  native  trees  and  shrubs  in  his  requisite 
thousands.  The  wealth  of  the  Pacific  coast  of 
North  America,  of  Japan  and  of  China  was  then 
unknown. 

How  Knight  and  his  friends  would  have 
delighted  in  the  range  now  available  in  Britain, 
adding  unbelievably  to  the  architectural  forms, 
to  the  textures  and  colours  (winter,  spring, 
summer  and  autumn)  available  to  the  garden 
designer. 

Some  of  it  is  displayed  in  the  large  plates  of 
this  handsome  book — and,  what  is  important, 
so  that  all  these  qualities  are  made  clear  to  the 
eye,  which  the  camera  generally  fails  to  do.  The 
lithographed  figures  consist  of  line  drawings  of 
very  large  sprays,  sometimes  the  whole  shrub, 
but  always  sufficient  to  show  the  form  of 
growth.  Upon  these  are  skilfully  superimposed 
quite  a  small  number  of  colours  but  so  used  that 
they  arc  adequate  to  give  in  almost  all  cases  the 
fundamental  appearance  of  the  whole  plant.  An 
uncolourcd  line  drawing  on  a  larger  scale  repre- 
sents the  foliage  or  flower  in  detail.  Each  plate  is 
also  delightful  and  decorative  as  a  work  of  art. 

Brief  and  adequate  notes  on  each  of  the  sixty 
plants  shown  face  each  figure.  They  are  well 
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translated,  but  the  additional  information  added 
for  the  benefit  of  the  British  reader  show  some 
lack  of  knowledge:  for  example,  the  catalpa,  the 
tulip-tree  and  Viburnum  rhytidophyllum  are  hardy 
and  thrive  far  beyond  the  limited  range  of  mild- 
ness of  climate  prescribed. 

This  book  might  well  be  used  as  a  pattern- 
book  which  the  garden  designer  could  display 
to  his  client.  It  is  also  one  that  will  give  pleasure 
and  satisfaction  to  the  connoisseur  of  book 
production.  And,  as  the  translator  claims,  the 
plates  superbly  demonstrate  the  continued 
triumph  of  the  human  eye  and  the  skilled  hand 
over  the  mechanics  of  the  camera. — M.H. 

ATHOS,  THE  MOUNTAIN  OF  SILENCE : 

By  Philip  Sherrard.  (Oxford  University  Press. 
i960.  50s.  net  in  U.K.) 
GREECE.      BYZANTINE  MOSAICS: 

With  a  preface  by  Andre  Grabar  and  an  intro- 
duction by  Manolis  Chatzidakis.  (Published 
by  the  New  York  Graphic  Society  by 
arrangement  with  UNESCO.  1959.  ,£6  6s. 
net.) 

THE  times  when  the  hardened  reviewer  can 
close  a  book  without  feelings  of  reservation  are 
all  too  few.  Dr.  Sherrard  and  his  publishers, 
however,  have  achieved  such  a  moment.  Here  is 
a  book  that  is  a  pleasure  to  handle  and  a  joy  to 
read.  Beautifully  produced,  with  colour  photo- 
graphs which  neither  jar  nor  deceive,  with  line 
drawings  which  contrive  to  look  neither  dowdy 
nor  parsimonious,  with  etchings  taken  from 
Vasili  Barsky's  book  on  Mount  Athos  published 
at  St.  Petersburg  in  1887 — the  monasteries  of 
Gregoriou,  Xerapotomou  and  Simonopetra  are 
enchantingly  revealed — the  whole  enterprise  is 
an  essential  part  of  any  traveller's  baggage,  if  he 
should  be  planning  to  visit  the  Holy  Mountain. 
Dr.  Sherrard  sets  out  to  describe  the  appearance 
of  the  mountain,  quoting  Sir  Paul  Rycaut 
writing  in  1679  and  Robert  Curzon.  But  his 
own  description  is  memorable:  'Small  green 
valleys  finger  into  the  hills,  their  slopes  all 
covered  with  olives  and  vines,  ilex  and  arbutus, 
the  latter  often  swathed  in  tangles  of  wild 
smilax.  In  autumn  this  creeper  is  hung  with  red 
berries  in  little  bunches  like  scarlet  grapes  and  it 
is  then  also  that  the  male  plant  produces  its  tiny 
sweet-scented  flowers.  Clumps  of  the  osmunda 
fern  smother  the  ground  .  .  .  But  the  compulsion 
of  the  Mountain  is  not  only  its  natural  beauty. 
For  here,  in  its  valleys,  or  perched  perilously  on 
some  steep  crag  above  the  brooding  sea,  rise  the 
weathered  walls  of  monastery  and  tower, 
cottage  and  chapel.  For  a  thousand  years  and 
more  Athos  has  been  the  earthly  home  of  saint 
and  hermit,  the  site  of  a  sprawling  and  vivid 
monastic  community.  Its  rich  human  history 
fills  the  atmosphere  about  it.  The  names  of  the 
Byzantine  Emperors  still  rewound  in  the  churches, 
which  some  of  the  Emperors  themselves  had 
built.  Imperial  chrysobuls  lie  carefully  guarded  in 
the  library  of  each  monastery.  Imperial  grants  of 
land  and  money  still  help  to  sustain  the  monastic 
foundations'. 

This  leads  to  an  historical  account  of  Athonite 
monasticism,  the  organization  of  monastic  life, 
the  life  of  the  monk,  and  finally  to  an  essay  on 
the  contemplative  life.  The  book  is  thus  not 


only  for  the  traveller  but  for  any  student  of 
Byzantine  history,  art,  and  the  East  Roman 
Church.  Written  with  love,  learning  and  style, 
this  evocation  of  Orthodox  monasticism  at 
times  gives  the  impression  that  Dr.  Sherrard  is 
more  Greek  than  the  Greeks,  but  there  is  no 
harm  in  it.  After  closing  the  book  'the  com- 
pulsion of  the  Mountain'  was  such  that  had  it  not 
been  for  the  cares  of  this  world  your  reviewer 
would  have  packed  his  bags  and  flown  straight 
to  Salonika. 

Feelings  of  reservation  abound  on  closing  the 
latest  publication  in  UNESCO's  World  Art 
Series.  Without  general  views  of  the  Feast  they 
illustrate,  or  of  the  position  in  the  church  in 
which  they  are  set,  details  in  colour  of  Byzantine 
mosaics  are  to  this  student  almost  worthless.  In 
all  cases  the  details  are  striking,  the  colour  is 
reasonably  true  at  a  given  moment — but 
Byzantine  mosaics  are  in  colour  never  static — 
and  the  sequence  in  particular  of  those  in  the 
Nea  Moni  on  Chios  will  be  of  interest  to  Byzan- 
tine art  historians.  The  choice,  moreover,  has 
been  arbitrary.  Two  details  of  the  late  fourth-  or 
early  fifth-century  mosaics  in  Agios  Giorgios  at 
Salonika  are  simply  not  enough.  The  ninth- 
century  mosaics  of  Agia  Sophia  in  the  same  city 
have  been  excluded,  as  have  been  the  late 
thirteenth-century  mosaics  in  the  church  of  the 
Parigoritissa  at  Arta.  On  the  other  hand,  Pro- 
fessor Grabar  and  the  Director  of  the  Benaki 
Museum  at  Athens  have  written  short  essays 
which  are  both  stimulating  and  informative. 
There  is  a  useful  bibliography. — J.B. 

THE  WOOD  ENGRAVINGS  OF  JOAN 
HASSALL:  With  an  Introduction  by  Ruari 
McLean.  (Oxford  University  Press.  21s.  net.) 

IN  a  striking  phrase  Mr.  McLean  calls  Thomas 
Bewick's  famous  engraving  of  the  CWllingham 
bull  'a  silvery  miracle  of  minute  engraving'.  Joan 
Hassall  is  of  course  a  great  admirer  of  Bewick 
and  her  engravings  are  also  'silvery  miracles'  but 
as  the  examples  in  this  book  make  clear  she  has 
not  allowed  his  influence  to  cramp  her.  She  is  so 
gifted  that  she  can  tackle  any  problem  with 
assurance  and  often  with  consummate  success. 

Joan  Hassall  is  a  natural  engraver  and  the  pity 
is  that  such  work,  in  winch  she  completely  ful- 
fills herself,  is  not  economic  these  days  according 
to  Mr.  McLean,  simply  because  it  cannot  be 
hurried.  What  a  chance  for  an  enterprising  rich 
man  or  firm  to  commission  her  and  pay  hand- 
somely for  engravings  of  her  own  choosing  and 
then  print  them  under  her  supervision.  It  might 
even  pay !  Supervision  is  important  because  the 
chances  of  fine  work  suffering  from  indifferent 
or  hasty  press  work  are  great.  The  engravings  in 
this  book  from  The  Oxford  University  Press  arc 
on  the  whole  well  printed  and  in  some  cases 
better  than  in  the  books  in  which  they  first 
appeared. 

Miss  Hassall  spent  five  years  from  1927  at  The 
Royal  Academy  schools  but  her  introduction  to 
engraving  was  through  a  student  at  the  School  of 
Photo-Engraving  in  Bolt  Court,  Fleet  Street, 
who  in  193 1  persuaded  her  to  join  the  wood- 
engraving  class  there  because  it  was  in  danger  of 
being  closed  down  through  lack  of  students. 
Mr.  McLean  says  'she  had  never  tried  engraving 
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nor  given  a  thought  to  it'  until  193 1,  but  the 

first  two  engravings  printed  in  tins  book  are 
stated  to  be  before  193 1.  However  that  may  be  it 
seems  that  some  time  between  1933  and  1934 
judging  by  the  examples  in  this  book  she 
suddenly  found  herself,  and  in  her  work  for 
Francis  Brett  Young's  'Portrait  of  a  Village', 
1937,  the  tenuous  and  accidental  connection 
with  the  trade  wood-engraving  done  in  Bolt 
Court  (by  then  almost  extinct)  had  produced  an 
astonishing  flowering.  Her  work  has  increased 
in  imaginative  power  and  executive  mastery 
ever  since.  This  long  awaited  tribute  is  certainly 
her  due  and  will  please  her  admirers;  and  Mr. 
McLean's  introduction  is  both  informative  and 
perceptive. — A.R.S. 

GERARD  TER  BORCH:  By  S.  J.  Gud- 
laugsson.  (The  Hague:  Martinus  Nijhoff.  45 
guilders.) 

THIS  is  the  first  of  two  volumes  that  Dr.  Gud- 
laugsson  is  devoting  to  the  art  of  Ter  Borch.  It 
consists  of  a  detailed  study  of  Ter  Borch's  life 
and  work,  and  of  some  three  hundred  repro- 
ductions of  all  his  known  paintings  and  of  copies 
or  prints  of  originals  that  are  now  lost.  The 
second  volume,  which  is  due  to  be  published 
this  year,  will  contain  a  full  catalogue  of  the 
artist's  paintings,  as  well  as  biographical  source 
material. 

Dr.  Gudlaugsson  is  Director  of  the  'Rijks- 
bureau  voor  Kunsthistorische  Documentatie'  in 
The  Hague,  an  institution  which  does  invaluable 
work  for  historians  of  Dutch  art.  In  his  own 
book  Dr.  Gudlaugsson  has  given  us  an  example 
of  how  successfully  a  vivid  portrayal  of  an  artist 
may  be  reconstructed  by  combining  the  closest 
possible  study  of  his  paintings  with  a  minute 
survey  of  all  the  other  available  source  material. 
The  result  does  not  make  easy  reading,  but  it 
does  provide  an  astonishingly  clear  insight  into 
the  life  and  work  of  tins  great  'little  master'. 

Though  he  visited  England,  Italy  and  Spain, 
Gerard  ter  Borch  remained  essentially  Dutch. 
Born  at  Zwolle  in  the  province  of  Overijssel  in 
1 61 7,  he  spent  the  greater  part  of  his  working 
life,  from  his  marriage  in  1654  until  his  death  in 
168 1,  in  the  same  province,  at  Deventer,  where 
he  became  a  leading  citizen.  It  is  tempting  to 
consider  Ter  Borch  as  a  provincial  artist,  but 
under  Dr.  Gudlaugsson's  guidance  such  a 
judgement  is  soon  dispelled;  and  though  it  is 
perhaps  difficult  to  emulate  the  author's  own 
obvious  enthusiasm  it  is  impossible  not  to  be  to 
some  extent  moved  by  it. 

After  a  brief  survey  of  Ter  Borch's  standing  in 
his  own  day  and  since,  and  of  the  work  of  other 
art  historians  who  have  dealt  with  him,  Dr. 
Gudlaugsson  outlines  the  artist's  life  and  develop- 
ment in  a  closely  argued  chronological  survey, 
in  which  almost  every  painting  is  discussed  and 
described  in  detail.  The  final  chapter  is  devoted 
to  an  analysis  of  Ter  Borch's  significance  and 
influence.  It  should,  perhaps,  be  pointed  out  here 
that  the  book,  though  published  in  Holland,  and 
by  an  author  of  Danish  birth,  is  written  in 
German. 

A  number  of  reproductions,  including  some 
of  drawings,  are  incorporated  in  the  text  pages, 
but  the  great  bulk  of  the  reproductions  comes  at 


the  end  of  the  book,  where  the  entire  known 
oeuvre  of  paintings,  as  accepted  by  Dr.  Gud- 
laugsson, is  reproduced  in  chronological  order. 
This  makes  it  possible  to  obtain  a  clear  impression 
of  Ter  Borch's  developments  of  style  and 
technique,  and  changes  of  subject  and  approach, 
starting  with  the  'Rider  seen  from  the  Back'  of 
1634,  and  ending  with  the  moving  portrait  of  an 
elderly  priest  of  about  1680.  The  reproductions 
are  in  half-tone,  and  are  all  in  black  and  white. 
One  or  two  good  colour  reproductions  would 
have  been  invaluable  in  completing  this  very 
full  survey,  particularly  as  many  of  the  plates  are 
rather  flat  and  lifeless,  often  erring  on  the  dark 
side.  The  book  closes  with  two  lists.  One  gives 
the  present  whereabouts  of  all  the  paintings,  the 
other  arranges  them  according  to  subject. — L.H. 

BOOK  PRODUCTION  NOTES 

by  Ruari  McLean 

IT  is  difficult  to  praise  too  highly  the  'Alpha' 
series  of  Introductions  to  painters  published  by 
Phaidon,  whose  publications  are  still  without  any 
question  the  best  value  in  modern  art  publishing 
in  London.  Edward  Munch  (by  Otto  Benesch, 
Phaidon  Press,  18s.  6d.),  the  latest  in  the  series, 
contains  eighty-nine  half-tone  illustrations  on  art 
paper,  of  which  twenty-three  are  in  colour;  and, 
since  the  page  size  is  iof  in.  x  7J  in.,  the  plates 
are  big  enough,  yet  the  book  itself,  containing 
only  one  hundred  and  forty-six  pages,  is  not  too 
bulky  to  hold  comfortably  in  the  hand.  At  the 
price  it  is  extremely  good  value.  The  printing  of 
the  plates  is  by  Hunt,  Barnard  eV  Co.  of  Ayles- 
bury; as  far  as  can  be  judged  without  comparison 
with  the  originals,  they  are  excellent,  and  show 
that  at  least  some  English  printers  can  reproduce 
paintings  to  continental  standards. 

The  introduction  by  Otto  Benesch,  translated 
into  English,  throws  a  little  light  on  this  great 
Norwegian,  friend  of  Strindberg,  influenced,  as 
a  painter,  certainly  by  Van  Gogh  and  Toulouse- 
Lautrec;  and  Benesch  suggests  also  the  influence 
of  Blake,  for  example  in  the  unforgettable  'The 
Cry'.  This  book,  which  reproduces  some  of 
Munch's  woodcuts,  lithographs  and  etchings,  as 
well  as  his  paintings,  is  a  thrilling  experience  for 
those  who  do  not  know  Munch :  it  is  enough  to 
convince  that  he  is  among  the  great  of  all  time. 
Not  one  of  the  works  illustrated  is  in  England: 
most  of  his  paintings  are  in  Oslo. 

School  of  Paris,  by  Raymond  Nacenta  (Old- 
bourne  Press,  £6  6s.)  has  been  intelligently 
planned  as  a  compendium  of  information,  textual 
and  visual,  on  the  painters  and  schools  of  Paris 
since  1910.  The  size  is  12  in.  x  9  in.  It  begins 
with  forty-two  pages  of  text,  with  eight  full 
page  'Synoptic  Tables'  which  are  themselves 
paintings  and  a  remarkable  feature  of  the  book. 
This  is  followed  by  one  hundred  and  three  full 
page  colour  plates  reproduced  on  art  paper  by 
photo-litho-offsct,  which  gives  a  slightly  better 
quality  than  good  letterpress  half-tone  blocks. 

After  this  comes  nearly  one  hundred  pages  of 
short  biographies  and  photographs  of  477  artists 
mentioned  in  the  text,  with  monochrome  re- 
productions of  their  work.  It  is  a  pity  that  there 
is  no  index;  but  the  whole  volume  is  an  unusually 
successful  combination  of  picture-book  and 


encyclopaedia.  The  whole  book  was  printed 
lithographically  by  Smects  in  Holland. 

The  Western  Type  Book  is  another  courageous 
act  by  the  printers  who  took  on  Lady  Chatterley's 
Lover  for  Penguin  Books  when  other  printers  had 
refused  to  touch  it.  It  shows  one  hundred  and 
eighty  examples  of  book  pages  in  various  type 
sizes  and  leadings,  set  in  twenty-four  Monotype, 
one  Intertype  and  three  Linotype  faces,  all 
meticulously  machined  on  Twinwire  Cartridge. 
The  book  has  been  handsomely  designed  in 
traditional  style  by  John  Ryder,  and  will  be  use- 
ful to  all  typographers  and  book  production 
managers.  It  has  been  published  for  Western 
Printing  Services  Ltd.  of  Bristol  by  Hamish 
Hamilton  at  36s. 

Gedrukt  in  Nederland  is  the  catalogue  of  an 
exhibition  of  graphic  art  of  the  Netherlands 
held  in  the  Rijksmuseum,  Amsterdam,  this 
Summer.  It  is  set  in  'Monotype'  Times  (thus 
reversing  the  trend  of  former  days,  when  so 
many  English  books  were  set  in  types  from  Hol- 
land) and  includes  twenty-eight  pages  of  repro- 
ductions in  half-tone  which  show  the  wide 
range  of  the  exhibition.  It  will  be  a  great  pity  if 
this  exhibition  cannot  be  brought  to  London. 

BOOKS  RECEIVED 

(The  inclusion  of  a  book  in  this  list  does  not 
preclude  us  from  publishing  a  review  later.) 

Prince  in  Captivity.  Based  on  the  Memoirs 
and  Unpublished  Letters  of  Antoine 
Philippe  d'Orleans,  Due  de  Montpensier, 
1775-1807:  Edited  by  Malcolm  Hay.  London: 
Eyre  6V  Spottiswoode  (Publishers)  Ltd.  30s.  net. 

The  Bosschaert  Dynasty.  Painters  of 
Flowers  and  Fruit:  By  L.J.  Bol,  Director  of 
the  Museums  at  Dordrecht.  Leigh-on-Sea, 
Essex:  F.  Lewis,  Publishers,  Ltd.  £10  10s.  net. 

American  Negro  Art:  By  Cedric  Dover. 
London:  Studio  Books.  45s.  net. 

Japanese  ink-painting  as  taught  by  Ukai 
Uchiyama:  By  Kay  Morrissey  Thompson. 
Tokyo,  Japan  and  Vermont,  U.S.A.:  Charles 
E.  Tuttle.  $8.75. 

The  Biting  Eye  of  Andre  Francois:  With  an 
Introduction  by  Ronald  Searle.  London:  dis- 
tributed by  Michael  Joseph  for  Perpetua 
Books.  42s.  net. 

Arms  and  Armour  in  England  from  the 
early  Middle  Ages  to  the  Civil  Wars: 

By  Sir  James  Mann,  K.C.V.O.  London:  H.M. 
Stationery  Office.  3s.  6d.  net. 

Permanent  Red.  Essays  in  Seeing:  By  John 
Berger.  London:  Methuen  &  Co.  Ltd.,  16s. 
net. 

Uhren:  By  Ernst  von  Basscrmann-Jordan. 
Braunschweig,  Germany:  Klinkhardt  & 
Biermann.  DM.  76. — . 

Claude  Monet's  Paintings  of  Rouen  Cath- 
edral: By  George  Heard  Hamilton.  Oxford 
University  Press.  4s.  6d.  net. 
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Contributed  by  Adrian  Bury 


Round  about  the  Galleries 


Van  Goyen 

AMONG  the   earlier   Dutch  landscapists 
L  Jan  van  Goyen's  work  is  conspicuous  for  a 
delicate  poetic  approach  to  his  ideals.  Nor  did 
the  artist  depend  on  bright  colours  to  get  effects, 
for  most  of  his  pictures  are  within  a  limited 
range  of  tints,  proving  how  much  can  be  said  in 
quiet  accents.  His  scenes  with  wide  grey  skies, 
shimmering  light  on  the  water  and  groups  of 
fishermen  going  about  their  daily  tasks  in 
rowing-boats,  a  null  or  two  in  the  distance, 
church  spire  or  fantastic  tower,  and  some 
weather-worn  steps  are  a  memory  of  seven- 
teenth-century Holland,  happy  in  its  indepen- 
dence and  peace, 
i     Van  Goyen,  born  in  1596,  studied  under 
various  painters,  none  of  whom  can  be  said  to 
have  been  great  artists,  but  he  developed  his 
unmistakable  style  on  a  firm  technical  founda- 
tion. His  life  alternated  between  Haarlem, 
I  Ley  den  and  the  Hague,  where  in  1640  he  be- 
t  came  a  member  of  the  painters'  guild.  It  is  an 
.  interesting  fact  that  one  of  his  children  married 
1  that  Rowlandson  of  Dutch  character,  Jan  Steen. 

Van  Goyen's  works  are  to  be  seen  in  many  Euro- 
.  pean  galleries — Amsterdam,  the  Louvre,  Dres- 
1  den;  and  the  Fitzwilliam  Museum  possesses 
1  several. 

An  important  Van  Goyen  (39  X  54  in.)  is  now 
:  at  the  Terry-Engell  Galleries  in  Bury  Street,  St. 
James's.  Signed  and  dated  1644,  there  is  a  similar 
1  subject  of  the  same  date  in  the  Louvre.  Mr. 
1  Terry-Engell's  picture  came  from  an  American 
1  private  collection.  Van  Goyen's  works  are  rare 
and  expensive.  A  1645  View  of  Emmerich  was  sold 
a  few  months  ago  for  many  thousands  of  pounds. 

Liechtenstein  Pictures 

THE  superb  collection  of  Old  Masters  belonging 
to  the  Prince  of  Liechtenstein  has,  of  course, 
been  known  to  art  scholars  for  a  long  time,  and, 
though  it  is  not  possible  to  see  it  in  its  entirety,  a 
representative  number  of  seventeenth-century 
Flemish  and  Dutch  masters  are  on  permanent 
loan  to  the  spacious  and  well  lit  galleries  in 
Vaduz.  Here  we  can  study  such  world-famous 
works  by  Rubens  as  the  1614  portrait  of  a  child, 
said  to  be  the  artist's  daughter,  Clara  Serena,  and 
the  equally  famous  one  of  the  artist's  two  sons, 
Albrecht  and  Nikolaus,  dated  1626.  A  lesser 
known  example,  but  certainly  one  of  his  best,  is 
The  Bearded  Man.  There  are  seventeen  works  by 
Rubens,  including  several  large  allegorical, 
historical  and  classical  conceptions. 

During  a  recent  visit  to  Vaduz  I  was  particu- 
larly interested  to  sec  some  portraits  by  Van 
Dyck  when  under  Rubens's  influence,  and  those 
of  an  old  man  and  old  woman  especially 
emphasize  the  genius  of  this  master,  for  they 
were  painted  in  161 8  when  Rubens  was  in  his 


'teens.  A  splendid  portrait  of  a  woman  is  the 
Maria  Louise  de  Tassis,  1630. 

This  exhibition  also  contains  a  selection  of 
landscapes  and  still-life  subjects.  The  more  one 
studies  the  works  of  Josse  de  Momper  the  more 
one  realises  his  important  place  in  the  School. 
Three  small  and  exquisite  landscapes  by  him 
reveal  his  poetic  and  romantic  quality  at  its  best. 

The  Brueghel  family  is  represented  by  Jan  the 
Elder  and  Pieter  the  Younger,  sons  of  their 
celebrated  father.  The  influence  of  the  latter  is 
obviously  pronounced  in  Pieter's  picture  Die 
Volkszahlung  in  Bethlehem. 

There  are  works  by  Roeland  Savery,  Gerard 
Seghers,  Adriaen  Brouwer  and  Franz  Snyders. 
In  the  galleries  as  a  whole  we  can  enjoy  not  only 
the  individual  achievement  but  trace  the  develop- 
ment of  Flemish  and  Dutch  art  as  it  responded  to 
the  Renaissance,  thanks  to  Rubens's  Italian 
journey  and  consequent  development.  The 
Vaduz  exhibition  is  open  all  the  year  round,  and 
Countess  Andrassy,  the  custodian,  is  always 
pleased  to  explain  the  pictures  and  their  signifi- 
cance in  the  School  to  visitors  interested. 

The  Principality  of  Liechtenstein,  a  small  tract 
of  land  between  Switzerland  and  Austria, 
attached  itself  to  the  Swiss  economic  region  in 
1923.  The  beauty  of  its  sub-Alpine  scenery  is 
unsurpassable.  Both  for  summer  and  winter 
holidays  Vaduz  is  becoming  increasingly 
popular. 

Hamiltonia 

AN  attractive  little  tinted  drawing  by  William 
Hamilton  RA.  at  the  John  Mitchell  Gallery, 
8  New  Bond  Street,  caught  my  eye  while  looking 
at  other  more  important  paintings,  ha  his  com- 
paratively short  life  of  fifty  years  Hamilton  made 
considerable  noise  in  the  art  world.  After  a  long 
sojourn  in  Italy,  where  he  went  with  Zucchi, 
who  later  married  Angelica  Kaufmann,  Hamil- 
ton achieved  fame  mostly  as  a  historical  painter, 
illustrating  Boydell's  Shakespeare,  Macklin's 
Bible,  British  Poets,  and  Bowyer's  English  History. 

A  Royal  Academician  as  early  as  1789  when 
he  was  thirty-eight,  Hamilton  was  a  good 
draughtsman  with  a  subtle  appreciation  of  the 
beauty  of  women  in  their  gay  costumes  of  the 
fourth  quarter  of  the  eighteenth  century.  The 
drawing  at  the  Mitchell  Gallery,  showing  two 
men  about  to  fight  a  duel  over  a  woman,  has  an 
elegant  touch  of  drama.  Hamilton  is  frequently 
mentioned  in  Farington's  Diary,  and  one  amus- 
ing entry  dated  13  th  April,  1801  (the  year  of  the 
artist's  death)  contains  this  intelligence: 

'Hamilton  (RA.)  came  to  tea.  He  was  at 
Fonthill  at  Christinas  when  Mr.  Bcckford  gave 
his  first  entertainment  in  the  Abbey.  Sir  William 
Hamilton  &  Lady — Lord  Nelson,  Madame 
Banti — several  French  emigres, — a  Portuguese 
Nobleman, — a  few  country  neighbours, — West, 
Tresham, — &  Smith  were  there.  They  went 


from  Fonthill  to  the  Abbey  by  torchlight  and 
arrived  abt  6  o'clock  finding  dinner  served  at  the 
moment.  Lady  Hamilton  in  the  evening  between 
Eleven  and  twelve  displayed  Her  attitudes.  She 
is  bold  &  unguarded  in  her  manner,  is  grown  fat, 
&  drinks  freely.' 

So  much  for  Farington's  pompous  and  un- 
chivalrous  manner.  Or  as  Tom  Rowlandson, 
who  drew  some  of  these  attitudes,  and  not 
grotesquely,  might  have  said,  'Very  nice,  too'. 
Poor  Emma,  may  she  rest  content  in  having  won 
the  love  of  the  immortal  victor  of  Trafalgar. 

The  Great  Sketch 

SKETCHES  are  not  infrequently  far  better  than 
finished  performances,  even  by  masters.  How 
often  does  the  professional  painter  submerge  his 
inspiration  by  trying  to  work  it  out  logically. 
Did  Paul  Renoir  remember  this  when  he  left  the 
large  sketch  of  his  family  (at  the  O'Hana 
Galleries,  Carlos  Place)  in  its  initial  state?  The 
picture  shows  Mme.  Renoir  and  her  two  child- 
ren, Gabrielle,  kneeling  and  looking  up  at  baby 
Jean.  I  regard  it  as  one  of  the  most  touching  ex- 
pressions of  human  felicity  in  the  large  number 
of  records  of  such  subjects  by  Renoir.  Nor  do  I 
recall  that  he  developed  this  conception  on  any 
other  canvas.  Renoir,  in  this  case,  left  well  alone. 
I  believe  he  felt  that  he  could  not  improve  on  it. 

At  the  same  galleries  a  work  by  Dunoyer  de 
Segonzac  (25!  x  39^  in.)  entitled  Les  Amandiers 
en  Flenr  holds  the  attention  by  forceful  extremes 
of  light  and  dark  colour,  typical  of  the  Provencal 
landscape  where  it  was  painted  twenty-five  years 
ago.  It  came  from  the  collection  of  Lady  Ivor 
Spencer-Churchill.  A  Village  near  Paris,  dated 
1913,  and  A  View  near  Sannois,  1915,  are  good 
examples  by  Utrillo ;  and  a  passionately  painted 
scene  by  Vlaminck,  1912,  shows  how  completely 
this  artist  came  under  Cezanne's  spell  at  that 
period. 

Callow  only  by  Name 

When  Roget's  book  The  Story  of  the  'Old  Water- 
Colour'  Society  was  published  in  1891  William 
Callow  still  had  seventeen  more  years  to  live, 
dying  at  the  age  of  96  in  1908.  His  connection 
with  that  Society  lasted  seventy  years,  a  period  of 
exceptional  prosperity  and  popularity  in  this  art. 

Earlier  members  might  well  have  envied 
Callow's  great  and  uninterrupted  success.  He 
began  his  studies  with  the  Fielding  family  at  the 
age  of  eleven,  and  was  an  accomplished  draughts- 
man when  he  went  to  Paris  five  years  afterwards. 
As  a  result  of  that  visit  France  became  Ins  second 
home  and  many  are  the  pictures  that  Callow 
painted  of  French  scenes  throughout  Ins  life. 

By  the  middle  of  the  nineteenth  century  the 
French  critics  were  loud  in  their  praise  of  the 
English  watercolour  and  Callow  benefited  in 
various  ways,  notably  by  patronage  from  the 
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family  of  Louis  Phillippe,  the  Due  de  Nemours 
and  Princesse  Clementine.  In  due  time  Queen 
Victoria  and  various  German  royalties,  whom 
he  knew  personally,  acquired  his  works.  He  was 
immensely  competent  technically  and  could 
combine  his  skill  with  a  charming  poetic  senti- 
ment. 

Like  many  other  artists,  happily  born  before 
the  multitude  could  make  their  own  'pictures' 
with  the  photographic  macliine,  Callow  was  the 
indispensable  recorder  of  the  townscape.  A 
collection  of  his  best  watercolours  painted  in 
France,  the  Riviera,  Holland,  Belgium,  Ger- 
many, as  well  as  places  in  England  and  Scotland, 
would  reveal  an  encyclopaedic  knowledge  of 
architectural  splendours  and  curiosities  before 
these  places  were  modernised.  A  large  water- 
colour  entitled  Posta  delle  Lettere  at  the  Leger 
Galleries  (13,  Old  Bond  Street),  shows  a  mar- 
vellous handling  of  Venetian  buildings  on  either 
side  of  a  canal  with  a  church  in  the  distance.  The 
rich  browns  and  reds  of  the  near  buildings  with 
the  white  facade  of  the  church,  slightly  touched 
with  rose  colour,  make  a  magical  harmony. 
Callow  knew  exactly  how  to  subdue  the  com- 
plicated architectural  details  and  produce  a 
broad  and  sumptuous  effect. 

Greaves  and  Whistler 

IT  is  a  far  cry  from  Callow's  stately  form  and 
polished  manners,  from  the  salons  of  princesses 
and  the  parterres  of  ancestral  gardens,  to  Walter 
Greaves  and  old  pal  Wliistler,  the  Thames  and 
riotous  Cremorne.  But  an  elaborate  drawing  of 
Chelsea  by  Greaves,  also  at  Leger's,  is  a  reminder 
of  the  neighbourhood  as  it  was  in  the  1870's,  and 
of  a  friendship  between  two  artists  of  vastly 
differing  temperaments.  Greaves,  son  of  a  pros- 
perous boat-builder,  lived  near  Whistler  in 
Lindsey  Row,  and  that  he  was  devoted  to  the 
American  artist  is  obvious  from  the  many  draw- 
ings and  paintings  in  which  he  managed  to  in- 
clude Whistler's  portrait.  They  worked  together 
in  close  collaboration,  even  attending  a  life-class 
in  Limerston  Street  nearby.  Greaves  and  his 
brother  Harry  would  row  Whistler  about  the 
river,  and  many  were  the  hilarious  nights  they 
shared  at  Cremorne  and  elsewhere. 

Greaves  was  a  genuine  but  wonderfully  pains- 
taking primitive,  and  this  drawing  of  Cheyne 
Walk,  as  also  others  in  the  series,  is  wrought  with 
laborious  care  and  almost  photographic  detail. 
It  is  a  record  of  nearly  every  brick  in  the  old 
houses  and  inns,  most  of  which  were  swept  away 
when  the  Embankment  was  built.  Greaves, 
however,  learned  something  from  Whistler  and 
vice  versa.  The  story  goes  that  an  admirer  of  the 
former  said  'Ah,  do  not  tell  me  you  were  a  pupil 
of  Whistler's.  Wliistler  was  a  pupil  of  yours'. 

No  doubt  Greaves's  place  in  art  was  for  a  long 
time  overshadowed  by  Whistler's  dominant  and 
sensational  career,  but  after  the  American's 
death  Greaves  appeared  before  a  larger  public 
with  a  London  exhibition. 

The  anonymous  but  gracious  writer  of  a 
pamphlet  Whistler  and  Greaves  (191 1),  whom  I 
believe  to  be  Blunt,  the  Chelsea  historian, 
assures  us  that  Greaves  courted  obscurity  rather 
than  fame.  When  this  writer  read  out  a  laudatory 
review  of  Greaves's  exhibition  {The  Times,  5th 


May,  191 1)  to  the  artist,  Greaves  remarked, 
'They  call  me  an  unknown  master,  but  I  have 
been  known  in  Chelsea  all  my  life'.  A  character- 
istically modest  remark  by  a  man  described  as  of 
'striking  personality  and  inborn  dignity' 
Whistler  certainly  had  much  of  the  former  but 
little  of  the  latter. 

Constant  Troyon 

THOUGH  painted  in  the  1840's,  a  little  picture 
by  Troyon,  entitled  La  Mare  sous  Bois,  at  the 
Lotinga  Gallery  (9  New  Bond  Street)  has  a 
tuneless  quality  that  can  never  be  out  of  fashion 
permanently.  Indeed  the  Barbizon  School,  after 
temporary  eclipse,  has  returned  to  its  rightful 
place  among  collectors.  How  is  it  that  essentially 
fine  work  can  be  deposed  even  for  a  short  time  ? 
I  suspect  the  fashionable  critic  who  must  have 
something  new,  however  bad,  to  rave  about. 
Scintillating  with  colour,  the  picture  at  Lotinga's 
is  typical  of  an  artist  who  developed  his  colour 
instinct  by  painting  on  porcelain,  later  making 
profound  studies  of  natural  effects.  When  a 
young  man  he  met  Theodore  Rousseau,  Diaz 
and  Dupre  and  became  a  member  of  that 
fraternity.  Troyon  exhibited  at  the  Salon  as  early 
as  1833,  continuing  throughout  his  life  to  appeal 
to  the  public  with  innumerable  works,  and  gain- 
ing many  honours  including  the  Legion.  He  also 
worked  in  Holland  and  Belgium,  where  a  study 
of  Cuyp  and  Paul  Potter  influenced  his  style 
with  animals.  He  was,  in  fact,  quite  as  distin- 
guished an  animal  painter  as  a  landscapist. 
Troyon  died  in  1865,  immediately  before  the 
advent  of  Impressionism.  How  close  he  was  to 
the  Impressionists  both  in  vision  and  technique 
may  be  judged  from  the  picture  under  dis- 
cussion. 

Heatherley's 

IT  was  pleasant  to  see  again  at  the  Tate,  Samuel 
(Erewhon)  Butler's  meticulous  painting  of  a 
skeleton,  in  fact  the  studio  prop  at  Heatherley's 
Art  School  where  Butler  studied.  The  story  is 
that  Heatherley,  instead  of  taking  a  holiday  when 
the  school  closed,  would  enjoy  himself  by 
repairing  or  re-articulating  the  old  bones.  No 
private  teacher's  name  in  the  art  world  is  better 
known  than  Heatherley.  His  school,  which  was 
founded  by  Leigh  in  1845,  gathered  in  many 
Victorian  pupils  who  later  became  famous  artists. 
It  is  still  going  strong  at  33  Warwick  Square, 
which  reminds  me  that  their  annual  international 
exhibition  of  pictures  by  amateur  artists  will 
open  there  on  December  31st.  It  invariably  pro- 
vides some  works  of  real  talent. 

The  Farm  Cart 

TALKING  of  animals,  there  are  few  artists  who 
could  sketch  them  with  such  vigour  as  Sir 
Alfred  J.  Munnings.  The  fluency  of  his  brush 
strokes  allied  with  a  life-long  study  of  animal 
characteristics,  gives  unique  force  to  works 
painted  with  extraordinary  rapidity.  The  Farm 
Cart  at  the  Newman  Galleries  in  Duke  Street, 
St.  James's  is  not  so  much  a  cart,  for  the  artist 
has  left  that  part  of  the  picture  to  the  imagina- 
tion, and  Munnings  often  told  me  how  boring 
he  found  the  painting  of  wheels.  Nevertheless, 
when  necessary,  he  could  do  them  with  supreme 
accuracy,  as  can  be  seen  in  such  a  picture  as  The 


King  and  Queen  Returning  from  Ascot.  It  is  a  study 
of  a  strong  white  horse  against  a  dark  back- 
ground of  trees.  Here  the  artist's  interest  and  his 
enthusiasm  for  the  subject  is  highly  concentrated; 
until  the  horse  emerges  with  almost  sculptur- 
esque solidity,  although  its  form  is  realised  with 
the  utmost  economy  of  touch.  The  essence  of 
the  artist's  skill  is  'inscribed'  as  it  were  in  this 
brief  expression  painted  in  a  brilliant  light  in 
some  Suffolk  field.  Like  the  sketch  by  Renoir,  to 
which  I  alluded  in  an  earlier  paragraph,  no 
additional  work  could  have  rendered  it  more 
convincing.  The  Farm  Cart  is  a  collector's  piece 
thoroughly  representative  of  the  amiable, 
audacious  and  incomparable  'A.J.'  I  would  also 
draw  attention  to  the  spirited  Newmarket 
Incident:  Runaway,  shown  in  colour  on  page  274. 

Francis  Towne  (1739/40-1816) 

I  AM  completing  a  book  on  Francis  Towne, 
said  to  have  been  born  in  Exeter,  and  disting- 
uished as  a  watercolourist.  I  would  be  greatly 
obliged  if  owners  of,  and  dealers  in,  his  works 
would  send  me  particulars,  sizes,  titles,  dates  and 
any  relevant  information  as  to  pictures  in  their 
possession.  I  am  also  trying  to  trace  letters 
written  by,  or  to,  Towne,  especially  the  artist's 
biographical  letter  to  Ozias  Humphry,  dated 
25th  November,  1803,  and  a  letter  written  by 
Tresham  to  Humphry,  dated  22nd  August,  1781, 
in  an  extra  illustrated  edition  of  Bryan,  that  once 
belonged  to  Sir  William  Frazer. 

While  on  the  subject  of  Towne,  I  was  greatly 
impressed  by  two  Roman  watercolours  of  com- 
paratively recent  acquisition  at  the  Royal  Albert 
Memorial  Museum  and  Art  Gallery,  Exeter. 

Claude  Muncaster 

THERE  are  few  contemporary  English  artists 
with  such  versatility  as  Claude  Muncaster.  He 
can  handle  the  most  difficult  and  complicated 
subjects — buildings,  landscapes,  ships  in  oils  and 
watercolours — and  make  them  all  authentic. 
He  is  resolutely  modern  in  his  approach  whilst 
being  creatively  traditional  in  style.  It  is  all  part 
of  the  day's  work  for  Muncaster  to  hover  in  a 
helicopter  and  make  notes  for  some  vast  York- 
shire scene  of  which  the  industrial  motive  is  the 
keynote.  But  for  an  artist  who  has  sailed  round 
the  Horn  in  a  four-masted  bark  an  hour  or  two 
in  a  helicopter  would  be  a  comfortable  ex- 
perience. 

Muncaster's  powerful  watercolours  have  been 
prominent  for  many  years  at  the  Royal  Society 
of  Painters  in  Water-Colours.  His  place  as  an 
oil  painter,  particularly  of  marines,  was  estab- 
lished a  few  years  ago  when  he  held  a  one-man 
show  at  26  Conduit  Street.  A  composition  of  a 
large  picture  of  a  ship  in  a  stormy  sea  remains  in 
my  memory  as  one  indicating  exceptional 
knowledge,  which  could  only  have  been  gained 
from  personal  experience.  I  was  reminded  of 
Muncaster's  important  place  in  contemporary 
painting  when  I  encountered  some  modestly 
priced  oils  by  him  at  the  Fine  Art  Society.  Some 
were  of  Sussex  where  the  artist  has  been  domi- 
ciled in  the  downland  country  for  many  years; 
and  The  Downs  from  Fox  Hill,  Petworth  is  a  fine 
interpretation  of  a  scene  dear  to  those  who  are 
familiar  with  the  south  country. 
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John  Zoffany,  R.A.  Mother  and  Child,  oval  canvas  2of  X  l6|  inches.  An  unfinished  study  from  life  painted  in  1770,  or  shortly  afterwards. 
The  picture  comes  from  the  collection  of  Sir  John  Ritchie  Findlay,  1st  Bart.,  K.B.E.,  who,  in  1922,  was  appointed  Chairman  of  the  Board  of 
the  National  Gallery  of  Scotland. 

It  is  interesting  to  compare  this  charming  study  with  the  group  of  Queen  Charlotte  with  her  two  brothers,  her  sister  Christiana  and  three 
of  her  children  in  Her  Majesty  the  Queen's  collection  in  Windsor  Castle,  which  Zoffany  exhibited  at  the  Royal  Academy  in  1773. 


In  the  possession  of  the  Sabin  Galleries,  4  Cork  Street,  Bond  Street,  London,  W.  1 . 


Sir  Alfred  Munnings,  P.P.R.A.  Newmarket  Incident :  The  Runaway.  Canvas,  40    50  inches. 
J.  Mitchell  Chapman  Collection,  California. 


This  work  by  the  late  Sir  Alfred  Munnings  can  be  regarded  as  his  last  great  'action' 
painting.  He  was  76  years  old  when  it  was  painted  for  the  Royal  Academy  Summer 
Exhibition  in  1954-  It  was  also  one  of  the  artist's  boldest  efforts;  and  perhaps  he  did  not 
realise  how  much  it  took  out  of  him  at  the  time.  It  is  'A.  J.'  at  his  best. 


The  Connoisseur's  Diary 

Silver  :  and  a  Tudor  Gold-Enamelled  Buckle 


A COLLECTOR,  to  whom  the  hand- 
some candlestick  shown  at  right  belongs, 
has  posed  a  query  to  which  I  have  so  far  not 
found  a  satisfactory  answer.  I  therefore  invite  a 
possible  solution,  particularly  from  any  corres- 
pondent with  a  similar  candlestick. 

The  example  illustrated  is  one  of  four  (by 
Emick  Romer,  London,  1763),  each  drip  pan 
being  numbered.  As  these  end  at  '6'  but  do  not 
run  concurrently  there  are  two  missing.  It  is 
possible  that  the  set  may  originally  have  con- 
sisted of  more  than  six.  Each  pan  is  further  in- 
scribed with  the  name  Sarah  Golightly,  whose 
identity  has  so  far  not  been  established. 

It  is  said  that  she  was  a  mistress  of  George  IV, 
but,  following  investigation,  this  has  not  been 
confirmed.  I  am,  however,  indebted  to  Mr. 
Clifford  Musgravc,  Director  of  the  Royal 
Pavilion,  Brighton,  for  suggesting  a  possible 
identity  to  this  lady.  In  a  late  eighteenth- 
century  play  entitled  'Can  You  Lend  Me  Five 
Shillings',  a  leading  part  was  taken  by  one  Sarah 
Golightly.  It  could  be  that  a  wealthy  admirer 
presented  her  with  a  set  of  candlesticks.  Also, 
there  was  a  clerical  family  bearing  the  name 
Golightly  in  the  last  quarter  of  the  eighteenth 
century.  But  who  was  Sarah? 

National  Gallery  Catalogues 

THE  two  latest  volumes  of  the  National  Gallery 
Catalogue,  devoted  to  the  Dutch  and  German 
schools,  fully  maintain  the  high  scholarly  stand- 
ards set  by  their  predecessors  and  bring  this 
admirable  scries  within  sight  of  completion. 
Both  contain  exhaustive  accounts  of  the  pictures 
in  their  respective  sections  of  the  collection  and 
are  fully  indexed.  Two  folio  volumes  of  illustra- 
tions to  the  Dutch  catalogue  were  published  in 
1958  (and  are,  alas,  already  outdated  on  account 
of  new  acquisitions) :  the  German  pictures  are  to 
be  illustrated  in  a  similar  volume  which  is  due  to 
appear  in  the  near  future. 

The  catalogue  of  The  German  School,  by  Mr. 
Michael  Levey  (National  Gallery,  London,  price 
5/'6d.  net),  accounts  for  60  paintings  and  one 
drawing.  It  must  be  admitted  that  this  part  of  the 
collection  is  rather  poor.  Most  of  the  works  are 
by  anonymous  painters  of  the  fifteenth  and 
early  sixteenth  centuries.  Lucas  Cranach  the 
Elder  is  adequately  represented  by  four  panels  and 
Hans  Baldung  by  two,  but  there  is  only  one 
Holbein  (albeit  one  of  the  very  finest)  and  neither 
of  the  works  which  have  occasionally  been 
ascribed  to  Diircr  has  won  general  acceptance. 


Mr.  Levey  is  very  reluctant  to  attribute  to  Diirer 
the  fascinating  portrait  of  Albert  Diirer  the 
Elder  which  appears  to  be  identical  with  a 
picture  given  by  the  city  of  Nuremberg  to 
Charles  I  'and  accepted  in  good  faith  by  both 
parties  as  a  Diirer'.  And  he  wholly  rejects  the 
I  'irgin  and  Child  which  he  assigns  to  an  un- 
identified contemporary  of  Diirer  working  in 
his  style.  Another  important  change  of  attribu- 
tion concerns  the  fifteenth-century  panel  of 
The  Trinity  with  Christ  Crucified  which  was 
ascribed  to  the  Franco-Rhenish  School  in  the 
1929  catalogue  and  is  now  given  to  the  Austrian 
School.  Among  the  fewr  seventeenth-century 
paintings  the  most  interesting  are  those  by 
artists  who  worked  mainly  in  Italy:  Elsheimer, 
Johann  Liss  and  Carl  Loth  (the  Mercury  Piping  to 
Argus  which  was  given  to  Liss  in  earlier  cata- 
logues). German  rococo  painting,  neo-classicism 
(although  there  is  a  draw  ing  attributed  to  Mengs 
there  is  no  representative  work  by  this  artist)  and 
romanticism  are  virtually  unrepresented  at 
Trafalgar  Square. 

Changed  Attributions 

Mr.  Neil  Maclaren's  National  Gallery  cata- 
logue of  The  Dutch  School  is  concerned  with  a  far 
more  important  section  of  the  collection.  In- 
deed, this  school  is  as  well  represented  in  the 
National  Gallery  as  anywhere,  even  in  the 
museums  of  Holland.  The  catalogue  accounts  for 
401  works  painted  after  1599,  including  the 
Chatsworth  Rembrandt  of  An  Old  Man  in  an 
Armchair  acquired  in  1957,  but  not  the  vast 
equestrian  portrait  by  Rembrandt  acquired  last 
year.  Numerous  alterations  have  been  made  to 
the  attributions  given  in  the  catalogue  of  1929: 
the  Portrait  o  f  a  Girl  formerly  ascribed  to  Gerard 
Dou  with  slight  reservations  is  now  given  to 
Frans  van  Mieris ;  a  small  male  portrait  given  to 
Caspar  Netscher  in  1929  and  Clirist  Blessing  the 
Children  then  called  'School  of  Rembrandt' 
have  both  been  given  to  Nicolaes  Maes;  a 
Rembrandt  school-piece  of  Tobias  and  the  Angel, 
after  many  vicissitudes  of  attribution,  including  a 
suggestion  that  it  was  a  late  eighteenth-century 
English  work,  is  ascribed  to  Jan  Lievensz.  And, 
of  course,  many  pictures  have  been  down- 
graded to  'ascribed  to'  and  the  still  less  dignified 
'follower  of,  notably  a  Seghcrs,  two  Van 
Goycns,  three  Cuyps,  three  Rembrandts  and 
seven  Ruisdaels. 

Champions  w  ill  no  doubt  arise  to  support  the 
claims  of  some  re-attributed  works,  notably  A 


(Top).  One  of  an  incomplete  set  of  four  10  j  in. 
high  (5  in.  square  at  base)  silver  candlesticks, 
with  gadroon  border,  fluted  and  shell  base  and 
Corinthian  column.  These  originally  belonged 
to  a  Sarah  Golightly,  whose  identity  is  sought. 
See  first  story  above. 


(Left).  A  correspondent,  who  is  making  a  study 
of  steeple  cups,  would  like  to  know  the  where- 
abouts (America?)  of  this  17  in.  high  example 
(mark  RM — 1613  14).  It  was  sold  at  Christie's  on 
June  9,  1943  (Lot  61)  and  was  formerly  at  Brim- 
stone Church,  Leicestershire. 
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On  a  silver  hob  kettle  and  stand,  by  C.  Wright,  London,  1777/78,  in 
the   Nordenfjeldske   Kunstindustrimuseum,   Trondheim,   is  this 
t     .  _a       crowned  E  de  B.  Mr.  AlfBoe,  the  Curator,  would  like  it  identified. 


Road  Leading  into  a  Wood  formerly  given  to 
Jacob  van  Ruisdacl  but  now  assigned  to  a  con- 
temporary imitator,  and  the  well-known  Jew 
Merchant  which  was  formerly  supposed  to  be  an 
autograph  Rembrandt.  In  the  later  picture  Mr. 
Maclaren  detects  'a  number  ot  weaknesses 
(especially  the  meaningless  brush  strokes  on  the 
nose,  the  drawing  of  the  right  shoulder  and  the 
rather  niggling  treatment  of  the  right  sleeve) 
that  suggest  this  may  be  in  part,  possibly  wholly, 
the  work  of  a  pupil  in  Rembrandt's  studio'.  Mr. 
Maclaren  is  an  excellent  scholar  and  it  is  there- 
fore somewhat  surprising  to  find  him  laying 
down  the  law  with  such  arrogance  on  what  is, 
after  all,  a  question  of  opinion  to  which  no  final 
answer  can  be  given.  It  should  be  added  that  his 
brief  biographies  of  artists,  which  are  fuller  than 
those  given  in  the  catalogues  of  other  schools, 
are  admirable  and  go  far  towards  filling  the 
need  for  a  reliable  and  up-to-date  history  ot 
Dutch  painting  in  English. 

Five  Shillings  for  American 
Silver  Knowledge 

FOLLOWING  the  first  exhibition  in  Britain  of 
important  American  silver  (see  The  Connoisseur, 
September,  i960),  held  at  Christie's,  there  is  a 
certain  surfeit  of  unsold  catalogues.  The  latter  is  a 
valuable  and  informative  piece  of  literature  for 
any  silver  library.  Copies  of  it  can  be  obtained 
(5/-  Post:  free  in  U.K.)  from  the  English  Speak- 
ing Union,  Dartmouth  House,  Charles  Street, 
London,  W.i. 

Tudor  Gold-Enamelled  Buckle 

THE  small  buckle  here  illustrated  in  detail,  made 
of  gold  and  ornamented  with  repousse  Renais- 
sance masks  within  an  open  scroll-work,  is 
enamelled  in  black,  white  and  red.  The  dome- 
shaped  head  of  the  left-hand  piece  slips  into  the 
larger  loop  of  the  right-hand  section.  From  the 
smaller  loop,  a  jewel,  perhaps  a  pearl,  might 


have  been  hung.  On  the  back  of  both  sections 
arc  two  raised  gold  bands,  around  and  through 
which  the  ends  of  the  cloth  belt  were  threaded 
and  stitched. 

Although  this  accessory  to  Elizabethan 
costume  is  well-known  from  portraits  of  the 
period,  no  English  Renaissance  gold-enamelled 
buckle  is  known  to  survive:  and  this  piece 
recently  acquired  by  the  British  Museum'  is  a 
good  example  of  native  English  goldsmiths' 
work.  A  similar  buckle  can  be  seen  in  the  dated 
portrait  also  illustrated :  a  portrait  of  Thomas, 
2nd  Baron  Wentworth  dated  1568  (National 
Portrait  Gallery,  No.  1852). 

This  attractive  piece  of  English  Renaissance 
goldsmiths'  work  can  be  dated  to  the  early  years 
of  Queen  Elizabeth's  reign,  about  1560,  since  it 
bears  a  close  relation  to  the  famous  Girdle 
Prayerbook  Covers  of  1540  in  the  British 
Museum. 

Rare  Teapot 

WHEN  important  discoveries  relating  to 
antique  porcelain  are  made  in  the  British  trade 
they  are  as  often  as  not  duly  revealed  by  Messrs. 
Winifred  Williams  of  38,  South  Street,  East- 
bourne. Their  latest  find,  which  at  the  time  of 
going  to  press  is  still  in  stock,  is  the  important 
documentary  teapot  in  early  Meissen  here 
illustrated.  The  discovery  of  a  second  signed 
'Lauch'  piece  is  also  certain  to  excite  collectors. 

One  side  is  decorated  in  enamel  colours  with  a 
panel  depicting  a  man  seated  on  a  dais  with  two 
Chinese  attendants.  The  reverse  panel  depicts 
several  Oriental  figures  and  a  barge.  The  cover 
is  also  decorated  with  Chinese  figures  and  in- 
cludes a  distinctive  palm  tree  which  also  appears 
on  the  large  panel  here  shown.  The  two  large 
panels  are  surrounded  by  a  baroque  border  with 
red,  brown  and  gilt  feathery  scrolls  enclosing 
small  panels  of  purple  enamel,  simulating  the 
lustre  panels  found  on  factory  decorated  early 
Meissen.  The  teapot  has  the  undcrglaze  blue 
mark,  K.P.M.,  and  is  of  circa  1725  period. 

The  documentary  interest  lies  in  the  artist's 
signature  'Lauch'  which  is  signed  on  the  base 
ovcrglaze  in  red  script.  This  artist  was  presum- 
ably a  hausmaler  (Dresden),  and  the  only  other 
recorded  signed  example  of  this  artist's  work  is  an 
early  Meissen  beaker  and  saucer  in  the  British 
Museum  (Frank  Collection)  which  is  signed 
Lauche  fecit  Dresden.  This  cup  and  saucer  is 
illustrated  and  mentioned  in  Pazaurek  Deutsche 
Faience  und  Porzellan  Hausmaler  (p.  298,  pi.  24). 

Much  of  the  fine  silver  recently  stolen  from  the 
Bury  Street,  London,  gallery  of  Mr.  Thomas 
Lumley  has  since  been  found — in  the  left- 
luggage  office  of  a  London  rail  terminus.  This 
silver-gilt  basket,  one  of  a  set  of  four,  by  Paul 
Storr,  1818,  has  still  to  be  recovered. 


The  artist  is  also  noted  in  Honey's  Dictionary  of 
European  Ceramic  Art  (p.  359).  The  teapot  is  4^ 
in.  high,  and  the  base  of  the  spout  has  a  charac- 
teristic mask-head,  featured  on  many  early 
Bottger  porcelain  wares. 

Watercolours 

THIS  is  jointly  a  commendation  and  an  appeal: 
the  former  of  The  Old  Water-Colour  Society's 
thirty-fifth  annual  volume,  edited  so  admirably 
by  colleague  Adrian  Bury  for  the  last  fourteen 
years;  the  latter  for  those  who  wish  to  join  the 
Society's  club  to  write  to  the  Secretary,  Malcolm 
Fry  (26  Conduit  Street,  London  W.i).  This 
latest  volume  contains  an  important  review  by 
the  editor  of  some  of  the  English  watercolours 
and  drawings  in  the  Leeds  City  Art  Gallery,  with 
particular  reference  to  the  Kitson  and  Lupton 
bequests.  Another  contribution  pays  tribute  to 
the  work  of  Leonard  Squirrell.  From  the  illustra- 
tions of  his  work  shown  it  is  clear  that  this  artist 
ranks  at  the  top  of  his  medium  as  a  wonderful 
draughtsman  of  the  English  scene,  especially  of 
his  favourite  East  Anglia. 

History  Today 

CHRISTMAS  under  the  Puritans,  the  Great 
Frost  Fair  of  1683/4,  Rubens  and  King  Charles  I 
(by  C.  V.  Wedgwood).  These  are  three  of  the 
contributions  to  the  December  issue  of  History 
Today,  edited  by  Peter  Quennell  and  Alan 
Hodge,  from  10  Cannon  Street,  London  E.C.4. 
I  especially  commend  this  issue  for  the  Rubens 
article:  on  'a  superb  and  prolific  painter  ...  a 
man  who  shone  in  any  society  and  counted 
among  his  friends  some  of  the  most  remarkable 
men  and  women  of  Europe'. 

Two  English  Portrait  Mysteries 

THREE  English  portraits  acquired  by  the  Wor- 
cester Art  Museum,  Massachusetts,  and  pub- 
lished in  the  latest  issue  of  that  museum's 
Annual,  are  of  considerable  interest.  The  earlier 
is  a  pair  of  three-quarter  lengths  painted  by 
John  Smibert  before  he  left  England  with  Bishop 
Berkeley  and  established  himself  in  America. 
They  represent  Mrs.  Feme,  dressed  in  widow's 
weeds  and  seated  with  an  open  book  on  a 
cushion  beside  her,  and  a  more  sprightly  gentle- 
man in  a  crimson  velvet  cap  and  dressing  gown 
sitting,  quill  in  hand,  by  a  table  on  winch  an 
opened  letter  reveals  him  to  be  Henry  Feme 
Esqr.  Receiver  General  of  her  Majesty's  Customes 
London.  Both  portraits  are  signed  and  dated,  the 
former  1724  and  the  latter,  winch  is  posthumous, 
1727. 

Although  neither  work  is  any  great  shakes 
from  the  artistic  point  of  view,  the  pair  has  some 
historical  importance  as  a  rare  example  of 
Smibert's  work  before  he  left  for  the  new  world. 
They  show,  of  course,  the  strong  influence  of 
Kneller  which  he  was  destined  to  convey  to  New 
England.  The  portrait  of  Mrs.  Feme  also  raises 
a  complicated  and  yet  unsolved  problem.  A  lady 
of  strikingly  similar  physiognomy,  dressed  in  the 
same  clothes,  posed  111  the  same  attitude,  sitting 
in  the  same  chair  with  the  same  table  and  cushion 
beside  her,  appears  in  a  double  portrait  ot 
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(Left).  Acquired  by  the  British  Museum:  a  rare 
Elizabeth  I  gold-enamelled  buckle,  and  a 
portrait  of  Lord  Wentworth.  See  story. 

(Below).  An  important  documentary,  4^  in. 
high,  teapot  in  early  Meissen,  bearing  the  signa- 
ture Lauch  in  red  script.  See  'Rare  Teapot'. 


Captain  and  Mrs.  Johannes  Schuyler  in  the  collection  of  the  New-York 
Historical  Society.  As  the  Schuyler  portrait  was  painted  in  America,  and  is 
certainly  not  the  work  of  Smibert,  and  as  Smibert's  Mrs.  Feme  remained  in 
England  from  the  time  it  was  painted  until  1958,  the  similarity  is  something 
of  a  mystery.  Perhaps  the  painter  of  the  Schuylers  had  seen  a  print  of  the 
Mrs.  Feme,  or  a  later  portrait  by  Smibert  in  which  he  closely  copied  this 
picture?  No  such  print  or  painting  is  known  but  it  is  hoped  that  this  note 
may  lead  to  the  discovery  of  one. 

The  other  Worcester  Art  Museum  portrait  is  a  very  swagger  double 
whole-length  of  a  man  and  his  wife  setting  out  for  a  walk,  identified  as 
Mr.  and  Mrs.  James  Dunlop.  Though  unsigned,  this  appears  to  be  an 
exceptionally  fine  example  of  Sir  Thomas  Lawrence's  work  in  about  1820. 
The  mystery  which  attaches  to  it  is  that  it  is  wholly  undocumented  and  the 
name  of  Dunlop  appears  neither  in  the  published  correspondence  of 
Lawrence  nor  in  the  records  of  the  pictures  he  showed  at  the  Royal 
Academy.  In  an  interesting  article,  Mr.  Daniel  Catton  Rich  summarises 
all  the  known  information  about  the  portrait. 

Report  from  Munich 

EVERY  occasion  of  an  antique  dealers'  fair  offers  a  fresh  observation.  The 
recent  Fair  in  Munich,  which  is  clearly  increasing  in  importance  each  year, 
is  a  case  in  point.  Although  two  floors  of  the  vast  Haus  der  Kunst  were 
overcrowded  on  the  first  day  with  many  leading  private  collectors  and 
most  of  the  German  dealers,  my  Paris  colleague,  Georges  Salmann, 
reports  seeing  only  one  French  and  one  English  dealer  there.  Yet  the 
eighty-five  exhibitors  were  showing  some  outstanding  objects:  and  con- 
sidering the  known  cost  price  of  many  of  the  goods  offered,  prices  generally 
were  in  no  way  exaggerated. 

To  allow  Das  Kunsteck  of  Munich  to  display  their  enormous  Coptic 
tapestry  in  the  entrance  hall  and  A.  &  L.  Bodenheim  of  Berlin  to  dec  orate 
the  staircase  with  sonic  of  their  beautiful  tapestries  made  a  distinct  impres- 
sion. Other  rare  textiles  were  displayed  by  City  Export  KG.  of  Cologne, 
among  them  a  Shah  Abbas  vase  carpet  (exhibited  at  the  International 
Exhibition  of  Persian  Art  (No.  297)  in  193 1). 

Bretschneider  of  Munich,  who  have  established  a  leading  position  in 
primitive  art  on  the  German  art  market,  showed  an  interesting  seventeenth- 
century  Benin  head.  Another  Munich  dealer,  Alciros  Gallerie  had  two 


important  paintings:  one  by  Georges  de  la  Tour  and  the  other,  a  still-lite, 
by  Juan  de  Avellano.  Amongst  the  silver,  Hiilsmann  of  Hamburg  had  some 
impressive  German  pieces.  Particularly  effective,  however,  was  the  stand  of 
a  new  exhibitor:  Editha  Leppich  of  Cologne.  Frau  Leppich  is  more  than  just 
a  specialist  in  Chinese  art.  She  and  her  staff  speak  perfect  English,  and  Frau 
Leppich  fluent  Chinese.  Desirable  objects  for  the  international  collector 
frequently  appear  on  the  German  market. 

New  Clifford  Street  Gallery 

ONE  of  the  very  few  London  galleries,  dealing  mainly  in  ancient  rather 
than  modern  paintings  and  drawings,  to  open  in  close  proximity  to  Bond 
Street  since  the  war  is  Messrs.  ).  S.  Maas  &  Co.,  Ltd.  They  have  just  opened 
at  15a  Clifford  Street,  New  Bond  Street,  London  W.i.  There,  Mr.  Maas 
will  concentrate  on  oil  paintings,  watercolours  and  drawings  of  the  seven- 
teenth to  the  twentieth  centuries,  and  hold  regular  exhibitions  of  early 
English  watercolours  with  .111  emphasis  on  neglected  schools  and  artists. 
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IN  THE  GALLERIES 


(Below  left).  Les  Amandiers  en  Fleurs,  Provence  (1935).  A.  Dunoyez 
Sagonzac,  25!  ■  39^  in.  O'Hana  Galleries.  (Bottom  left).  Summer 
Glade  (1882).  Constant  Troyon,  16  12  in.  Lotinga  Galleries.  (Right 
top).  River  Scene.  Jan  van  Goyen,  1644,  39  54  in.  Terry-Engell  Galleries. 
(Centre  right).  The  Farm  Carl.  Sir  Alfred  Munnings,  18  22  in.  New- 
man Galleries.  (Bottom  right).  The  Downs  from  Fox  Hill,  Sussex. 
Claude  Muncaster,  22      30  in.  The  Fine  Art  Society. 
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(Above  left).  J.  F.  Herring  Snr.  Flying  Dutchman 
with  Marlow  Up,  41  72  in.  £1,732  (Christie's). 
(Left).  Eugene  Boudin.  Raz  de  Sein,  Bretagne, 
signed,  inscribed  and  dated  '87,  24I  35A  in. 
£8,000  (in  a  sale  of  195  paintings  and  drawings  at 
Sotheby's  totalling  £548,980).  (Above).  Anthonis 
Mor.  Portrait  of  Nicolas  Granvella,  panel,  43  29.I 
in.  £1,890  (Christie's).  (Lower  left).  Litnewood 
carving  of  Saints  Christopher,  Eustace  and 
Erasmus,  by  Tilman  Riemenscheider.  £6,200 
(Sotheby's).  (Centre  below).  One  of  a  set  of  four 
j'l  in.  high  candlesticks  by  Paul  dc  Lamerie. 
£6,500  (Sotheby's:  sold  in  the  same  rooms  in 
1944  for  £780).  (Below).  German  silver-gilt  ewer 
and  dish,  by  Johann  Wagenknecht,  Augsburg, 
1743/5.  £945  (Christie's). 
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(Left  below).  An  English  three-quarter  suit  of 
armour,  from  Metropolitan  Museum  collections. 
£280  (Christie's).  (Centre  below).  Elizabeth  I 
cup,  19J  in.  high,  made  from  the  Great  Seal  of 
Ireland,  1593.  Bought,  for  £7,000,  for  Belfast  City 
Art  Gallery  (Christie's).  (Below).  One  of  a  pair 
of  15^  in.  high  Louis  XV  ormolu  and  porcelain 
wall-lights.  £1,837  (Christie's). 


(Above).  Edgar  Degas.  Trois Jockeys.  Sold  at  Parke-Bernets,  New  York,  to  a  Washington  private 
collector  for  65,000  dollars  (£23,214):  sold  in  same  rooms  in  1942  for  3,600  dollars,  in  1951  for 
6,000  dollars.  (Note :  Leading  sale  items  from  the  Myron  C.  Taylor  sale,  which  totalled  958,250 
dollars,  including  32,500  dollars  for  a  very  fine  Gothic  tapestry,  will  appear  in  the  next  issue). 
(Right).  One  of  a  rare  pair  of  14]  in.  high  du  Paquier  vases  and  covers,  c.  1730.  £1,050  (Christie's). 
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(Right).  Louis  XVI  marquetry  commode,  492 
in.  wide,  by  David  Roentgen.  ,£9,975  (Chris- 
tie's). (Below  left).  Bronze,  9  in.  high,  figure 
of  a  Bull,  late  16th  century,  by  Giovanni  da 
Bologna.  ,£1,300  (Sotheby's).  (Below  right). 
Diamond  and  sapphire  necklace  (Earl  of 
Harewood).  £28,000  (Christie's).  (Bottom 
left).  From  the  Bible  of  Justemont  Abbey, 
c.  1170/80  (Part  III,  Dyson  Perrins  Collection). 
,£20,000,  sale  total ,£278,720.  (Sotheby's).  (Bot- 
tom right).  One  of  a  set  of  six  named  gouache 
drawings,  by  Hagedorn,  of  Rio  de  Janeiro. 
£710  (Morrison,  McChlery,  Glasgow). 
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The  Warren  Hastings  Cup 


Jonathan  Stone 


THE  lack  of  any  pre-Restoration  plate  at 
Westminster  School,  which  this  year 
celebrates  the  quatercentenary  of  its  foundation, 
may  be  safely  attributed  both  to  its  loyalty  to  the 
Monarch,  its  Visitor,  and  to  its  close  connection 
with  the  Abbey.  There  is  a  similar  dearth  of  early 
plate  at  Christ  Church,  Oxford,  where  the 
Monarch  is  also  Visitor  and  which  has  strong 
ties  with  Westminster.  Nor,  indeed,  is  there 
much  post-Restoration  plate,  when  one  con- 
siders what  might  have  been  collected  through- 
out the  centuries  in  a  school  of  such  distinction. 
Nevertheless  there  are  still  a  number  of  pieces 
of  artistic  and  intrinsic  beauty  at  Westminster. 

Two  cups  and  covers — one  in  gold  and  the 
other  in  silver,  the  latter  very  much  the  larger  of 
the  two — which  illustrate  the  connection  of 
Westminster  School  with  India  in  the  second 
half  of  the  eighteenth  century  are  of  particular 
interest.  The  large  silver  cup,  known  as  the 
Warren  Hastings  Cup,  is  the  subject  of  this  short 
article.  The  cup  was  sent  home  from  India  by 
Warren  Hastings  and  Sir  Elijah  Impey  (con- 
temporaries at  the  School,  then  known  as  St. 
Peter's  College,  in  the  1740's)  and  twenty  other 
Old  Westminsters  in  India.  John  Sargeaunt 
records1  that  Westminster  feeling  was  so  strong 
in  Bengal  that  Hastings  and  Impey  desired  to 
send  the  school  a  token  of  affection.  Their  names 
are  the  first  two  on  the  inscription  on  one  face 
of  the  cup  which  reads : 

Alumnis  Remits  Scholae  Westmon:  ipsi  plerique  Alumni 
d.  d.  d. 


Warren  Hastings 
Elijah  Impey 
Geo.  Tempter 
Edw.  Hay 
Joh.  Wombwell* 
Gut.  Markham 
John  White 
CI.  Benezet 
Pet.  Touchet 
Rob.  Holt 
Joh.  Scawen* 


Joh.  Williams 
Alex.  Macleod 
R.  S.  Perreau 
Edm.  Bengough* 
G.  C.  Meyer 
Car.  Cooper* 
George  Arbuthnot 
P.  Pierard 
Car.  Mouat* 
Gul.  Francklin 
Gnat.  Hawkes 


Sargeaunt  suggests2  that  five  of  the  donors 
(marked  *)  were  not  Old  Westminsters,  but 
Mr.  Lawrence  Tanner  tells  us3  that  Mr.  G.  F. 
Russell  Barker  later  established  that  they  all  were. 

There  is  a  good  deal  of  confusion  about  the 
date  of  presentation  of  the  Cup.  Tanner4  gives 
the  date  as  1782/3,  whereas  Sargeaunt  avoids  the 
issue  by  quoting5  Fhillimorc's  date  of  1777. 
At  the  same  time  as  quoting  Phillimore,  how- 
ever, Sargeaunt  does  at  least  point  out  that 
William  Francklin  (one  of  the  donors)  was  only 


elected  from  Westminster  to  Trinity  College, 
Cambridge,  in  1781  and  did  not  go  out  to  India 
until  the  following  year.  Nor,  indeed,  did 
CI.  Benezet  (another  donor)  go  out  until  1779; 
so  that,  although  Frederic  Forshall  also  suggests6 
1777,  there  is  little  doubt  that  his  date  is  wrong. 
The  Cup  itself  bears  the  London  date  letter  'k' 
for  1785/6:  so  that  at  whatever  date  the  'presenta- 
tion' was  made,  it  can  be  assumed  that  the  actual 
Cup  was  probably  not  made  until  at  least  1784. 

Unfortunately  there  is  also  some  confusion 
over  the  epigrams  about  the  Cup,  especially  the 
following,  LVI,  dated  1809. 7 

The     Extremis  pateram  missum  olim  munus  ab  Indis 
silver       Exhibet  has  inter  mensa  hodierna  dapes. 
cup      Materiam  commendat  opus,  commendat  utrumque 
from        Inscription  lateri  quod  sibi  nomen  habet. 
India    Hinc  adeo  pietas  spectatus,  Eliza,  tuorum 

Tempore  quae  nullo  nec  minuenda  loco  est. 

Forshall  says8  that  Sir  Elijah  Impey,  who  was 
Chief  Justice  of  the  Supreme  Court  of  Bengal 
from  1774  to  1787  before  returning  to  face 
various  charges  in  1788,  was  present  at  an 
Election  Dinner9  in  1801  and  an  epigram  about 
the  Cup  was  recited  by  Ed.  Goodenough 
(afterwards  Headmaster  of  Westminster).  The 
composition  of  the  epigram  had  been  entrusted 
by  Dr.  Wingfield  (Under  Master  in  1788  until 
becoming  Headmaster  for  three  months  in  1802) 
to  a  Mr.  Impey.  The  problem  of  the  date  of  the 
epigram  is  aggravated  by  Sargeaunt's  statement 1  u 
that  Colonel  (William)  Francklin  was  also  present 
at  an  Election  Dinner  when  the  following 
epigram,  CXLV,  dated  1832,  was  recited.11 

The       Quae  nunc  Eois  brachiata  belluis 

Cup  Mensa  renident  pocula, 

from      Ab  usque  Gauge  parva  alumnorum  cohors 

India         Hos  misit  ornatum  Lares. 

Laudis  merentur  quorum  in  argeuto  pio 

Caelata  vivunt  nomina; 
Vael  maesta  jam  volvente  quinquagesimo 

Mors  occupavit  plurimos! 
Ah,  faustus  ille  qui  redux  in  patriam 

Senex  revisit  munera, 
At  hisce  ludis  rite  vobiscum  Patres, 

Inlerfuit  rursus  lubens! 
Felix,  amores  cut  nec  anni  pristinos 

Mutant,  nec  emensurn  mare; 
In  rebus  omnibus  valet  Pietas  vetus, 
Et  meus  amicorum  memor. 

This  second  epigram  does  not,  though,  answer 
two  important  questions:  who  was  at  the  Dinner 
in  1809  when  the  first  epigram  was  recited?  and 
what  has  happened  to  the  epigram  recited  at  the 
Dinner  in  1801?  Perhaps  there  was  only  one 
epigram  and  one  Dinner  in  the  first  decade  of 
the  century  after  all? 


The  Warren  Hastings  Cup,  London,  1785/6, 
maker  IR  (probably  John  Reily,  given  as  John 
Robins  in  Jackson,  p.  224).  Fully  hall-marked  on 
the  rim  of  the  base  and  of  the  cover.  T.  Whipam, 
Fleet  St.  is  engraved  beneath  the  base.  The  list  of 
donors  referred  to  is  inscribed  on  one  face  and 
on  the  other  is  the  Westminster  crest.  Neither  of 
the  School  mottoes  ' In  Patriam  Populumque'  and 
'Dat  Deus  Incrementum'  appears  on  the  Cup.  The 
decoration  is  in  the  form  of  applied  acanthus 
leaf  strap-work  and  the  finial  is  of  pineapple 
shape.  Elephants'  heads  and  probosces  appro- 
priately form  its  handles  and  it  is  gilded  inside. 
The  dimensions  are  18I  in.  high  by  14  in.  wide  at 
the  extreme  points  of  the  tusks. 


lAnnals  of  Westminster  School.  Mcthuen  &  Co., 
London,  1898,  p.  202. 

2  ibid.  &  p.  292. 

3  Westminster  School,  Philip  Allan  &  Co.,  London, 

1923.  P-  97  h  i. 

4  ibid. 

5  op.  cit. 

u  Westminster  School:  Past  and  Present.  Wyin.m  & 
Sons,  London,  1884,  p.  528. 

7  From  Lusus  Alteri  Westmonasterienses,  1863. 

8  op.  cit. 

9  A  dinner  given  for  the  Westminster  candidates 
elected  to  scholarships  at  Christ  Church,  Oxford  and 
Trinity  College,  Cambridge,  at  which  the  Electors 
(the  Dean  of  Westminster,  the  Dean  of  Christ 
Church  and  the  Master  of  Trinity),  and  a  number  of 
distinguished  Old  Westminsters  are  present. 

10  op.  cit. 

11  From  Lusus  Alteri  Westmonasterienses,  1863. 
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Furniture  designed  and 
carved  by 

Matthias  Lock 

for  Hinton  House,  Somerset 


J.  F.  Hayward 

MATTHIAS  LOCK,  carver  and  designer,  who  worked 
at  first  in  Nottingham  Court,  Castle  St.,  Long  Acre, 
London,  and  subsequently  'near  the  Swan,  Tottenham  Court 
Road'  is  best  known  for  the  leading  part  he  played  in  the  intro- 
duction to  England  of  the  French  rococo  style.  Our  knowledge 
of  him  is  mainly  based  on  the  series  of  engraved  designs  for  carved 
furniture  (tables,  stands  and  sconces)  which  he  published  between 
1740  and  1769,  and  on  a  collection  of  original  drawings  in  the 
Victoria  and  Albert  Museum,  acquired  from  his  grandson, 
George  Lock  of  Edinburgh,  in  1862/3.  Amongst  these  drawings 
are  a  number  of  designs  for  Chippendale's  Director,  a  circumstance 
which  has  given  rise  to  the  conjecture  that  Lock  may  have  been 
employed  by  Chippendale.1  Some  confirmation  for  this  con- 
jecture can  be  found  in  the  presence  amongst  a  collection  of 
drawings,  also  in  the  Victoria  and  Albert  Museum,  from  the 
Chippendale  workshop  of  further  designs  by  Lock.  Lock 
published  six  different  pattern-books  between  1740  and  1752. 
There  was  then  a  gap  until  1768  when  a  further  series  appeared, 
all  second  editions  of  books  published  in  the  first  period.  It  is  not 
unlikely,  therefore,  that  Lock  was  working  on  his  own  account 
until  about  1752  and  that  pieces  made  or  designed  by  him  before 
that  date  would  have  come  from  his  own  workshop.  Thereafter 
he  was  probably  employed  by  Chippendale. 

Hitherto  only  one  piece  of  furniture  has  been  attributed  to 
Lock:  a  side  table  formerly  at  Ditchlcy  and  now  at  Temple 
Newsam,  Leeds.2  This  table  follows  a  design  by  Lock  in  the  Vic- 
toria and  Albert  Museum,3  but  has  nothing  of  the  rococo  spirit 
that  is  so  effectively  expressed  in  his  published  pattern-books. 
The  apron  is  carved  with  a  mask  of  Hercules  and  with  the  skin 
of  the  Nemean  lion  in  a  ponderous  Baroque  manner  that  looks 
back  to  the  Palladian  taste  of  the  earlier  decades  of  the  eighteenth 
century. 

The  only  other  evidence  we  have  had  hitherto  of  Lock's 
activities  as  a  carver  is  to  be  found  in  seven  small  sheets  amongst 
the  drawings  in  the  Victoria  and  Albert  Museum.  These  are 
covered  with  rough  sketches  of  various  pieces  of  furniture, 
accompanied  by  notes  stating  the  number  of  days  spent  on  their 
manufacture  by  Lock  and  other  craftsmen.  It  has  been  suggested 
that  these  documents  show  that  Lock  was  at  the  time  working  for 
some  other  employer.  Yet  he  might  just  as  well  have  prepared 
them  for  his  own  guidance  in  making  out  the  bill  that  was  to  be 
submitted  to  his  customer.  The  fact  that  these  sketches  (Nos.  1-4, 7) 
were  preserved  amongst  the  Lock  drawings,  and  not  amongst 
those  of  an  employer,  combined  with  the  fact  that  Lock  knew 
and  took  note  of  the  destination  of  the  pieces  in  the  house, 
suggests  that  he  did,  in  fact,  supply  them  direct  to  the  customer. 
The  names  of  three  of  Lock's  clients  have  long  been  known:  they 
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1.  Pen,  ink  and  wash  design  for  a  looking  glass  by 
Matthias  Lock,  about  1745. 

2.  Pen,  ink  and  wash  design  for  a  side  table  en  suite 
with  No.  1. 

3.  Pen,  ink  and  wash  design  for  one  of  a  pair  of  stands 
en  suite  with  Nos.  I  and  2. 

4.  Pen,  ink  and  wash  design  for  a  lantern,  by  Matthias 
Lock. 

5.  Looking  glass  with  carved,  bronzed  and  gilded 
frame,  designed  and  made  by  Matthias  Lock  for 
Hinton  House,  Somerset,  about  1745.  Victoria  and 
Albert  Museum. 

6.  Side  table  en  suite  with  the  looking  glass  designed 
and  made  by  Matthias  Lock  for  Hinton  House, 
Somerset.  Thorpe  Underwood  Hall,  Yorkshire. 


are  Lord  Holdcrncss,  a  Mr.  Bradshaw  and  the  Earl  or  Northum- 
berland. These  names  have  been  extracted  from  diary  sheets,  the 
backs  of  which  he  had  used  as  drawing  paper.  It  is  now  possible 
to  add  with  some  certainty  a  fourth  client:  the  second  Earl  Poulett, 
who  succeeded  to  the  title  in  1743. 

Amongst  the  seven  sketches  referred  to  above  are  three  show- 
ing a  looking  glass,  table  and  stand  respectively  (Nos.  1,  2  c\  3). 
Unlike  most  of  the  Lock  drawings,  which  are  carefully  finished, 
these  are  rapid  pencil  sketches;  presumably  executed  as  pre- 
liminary studies  for  the  detailed  drawings  which  would  have 
been  submitted  to  the  client.  The  drawings  arc  annotated  and 
described  as  'A  Large  Sconce',  A  Table'  and  'Two  Stands'.  Each 
of  these,  it  is  further  noted,  were  'in  the  Tapestrey  Roome'.  All 
three  drawings  are  in  the  lively  rococo  style  that  was  Lock's 
contribution  to  English  decorative  wood-carving.  The  notes 
accompanying  the  drawings  do  not  give  any  clue  as  to  the 


whereabouts  of  the  house  111  which  the  'Tapestrey  Roome'  was 
situated,  but  by  a  fortunate  chance  the  actual  pieces  made  by 
Lock  to  these  designs  have  recently  come  to  light.4 

Until  recent  years  they  were  all  at  Hinton  House,  Hinton 
St.  George,  Somerset,  the  home  of  the  Earl  Poulett,  and  to  the 
best  of  our  knowledge  they  were  made  for  that  house.  The 
mirror  and  table  are  no  longer  there,  the  former  (No.  5)  having 
been  acquired  by  the  Victoria  and  Albert  Museum,  while  the 
latter  (No.  6)  is  now  in  the  possession  of  Mrs.  Rhodes  at  Thorpe 
Underwrood  Hall  in  the  county  of  Yorkshire.  The  pair  of  stands 
remain  at  Hinton  House;  although  they  are  no  longer  in  the 
Tapestry  Room  for  which  they  were  originally  intended.  The 
house  has  been  remodelled  from  time  to  time  and  the  present 
Tapestry  Room  dates  from  the  nineteenth  century.  The  original 
tapestry  room  may  have  been  one  of  the  Queen  Anne  period  State 
Rooms  which  were  dismantled  as  long  ago  as  about  \gio.:' 
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The  other  four  annotated  drawings  amongst  the  Lock  collec- 
tion in  the  Victoria  and  Albert  Museum  seem  to  have  been  exe- 
cuted at  the  same  time  and  evidently  refer  to  pieces  made  for  the 
Earl  Poulett.  They  represent  a  lantern  (No.  4)  described  as  'Lanton 
in  the  Grand  Stair  Case',  a  side  table  (No.  7),  the  precise  destin- 
ation of  which  is  not  given,  a  bracket,  described  as  'A  bracket  for 
a  Glass  Case  with  ingey  (sic,  probably  Indian,  i.e.  Chinese  porcel- 
ain is  meant)  figers  in  it  in  the  Dresing  Roome  over  the  Toilite 
Table'  and  a  wall  bracket  for  porcelain  described  as  'A  pece  of 
Carving  Worck  in  A  Closet  in  the  Dresing  Roome'.  The  table 
is  still  at  Hinton  House  and  the  wall  bracket  was  there  within 
living  memory.  The  other  two  pieces  have  disappeared. 

In  comparison  with  Lock's  designs,  which  have  all  the  fashion- 
able elegance  of  the  rococo,  the  pieces  as  executed  seem  some- 
what heavy.  In  particular,  the  human  heads,  which  in  the 
drawings  have  a  fantastic,  almost  chinoisene,  air,  seem  stolid  and 
conventional.  The  design  of  the  mirror  frame  is,  however, 
distinguished  by  the  variety  of  motifs  of  which  it  is  composed. 
Firstly,  the  chase:  at  the  top  of  the  frame  in  the  centre  is  the  head 
of  a  hare,  at  the  bottom  are  wild  fowl  attacked  by  a  hound  with 
another  hound  on  each  side.  Secondly,  marine  life:  on  each  side 
of  the  base  of  the  frame  is  a  dolphin.  Thirdly,  music :  on  the  left 
side  a  trophy  of  musical  instruments.  Fourthly,  warfare:  on  the 
right  side,  a  trophy  of  arms.  Fifthly,  fruitfulness:  on  each  side  at 
both  top  and  bottom,  bunches  of  fruit  and  flowers.  Lastly, 
nature :  at  the  top  of  the  frame,  on  one  side  a  wild  man  of  the 
woods  and  on  the  other  his  consort,  each  with  head-dresses  of 
leaves.  The  pieces  as  executed  show  some  slight  divergence  from 
the  sketches.  In  the  case  of  the  mirror  the  birds  on  either  side  of 
the  top,  the  floral  trails  which  spring  from  their  beaks  and  the 
trails  covering  the  line  between  the  two  glass  plates  have  been 
omitted — unless,  of  course,  they  were  damaged  and  removed  at  a 
later  date.  In  the  case  of  the  table  the  scrolled  stretcher  joining 
the  front  legs  is  absent,  but  in  other  respects  the  design  appears  to 
have  been  followed  faithfully.  The  scale  of  the  drawing  is  so 
small  that  it  is  difficult  to  ascertain  to  what  extent  the  carvers  of 
the  table  adhered  to  it. 

The  mirror,  table  and  candle-stands  are  partly  gilded,  while 
the  carved  heads  and  the  background  are  bronzed.  It  is  probable, 
however,  that  when  first  supplied,  they  were  gilded  all  over.  The 
combination  of  gilding  and  bronzmg  was,  of  course,  a  fashion  of 
the  early  nineteenth  century  and  the  bronzing  was  probably 
added  about  that  time  in  order  to  bring  the  decoration  up  to  date 
or  to  match  newly  acquired  pieces  made  in  the  Empire  style. 
Another  pair  of  mid-eighteenth  century  candle-stands  at  Hinton 
House,  which  do  not  correspond  to  the  Lock  suite,  have  been 
treated  in  a  similar  way,  presumably  at  the  same  time. 

A  particularly  interesting  feature  of  Lock's  drawings  for  this 
suite  of  carved  furniture  is  that  he  has  noted  against  them  the 


1  P.  Ward-Jackson.  English  Furniture  Designs  oj  the  Eighteenth  Century.  London 
1958.  p.  39. 

-  Illustrated  Edwards  and  Jourdain.  Georgian  Cabinet  Makers.  London  1944,  fig.  64. 
:>  Illustrated  P.  Ward-Jackson  op.  cit.  pi.  48. 

4  The  Lock  designs  for  these  pieces  were  first  identified  by  Miss  E.  Murdoch  of 
the  Victoria  and  Albert  Museum. 

5  Information  supplied  by  the  Rt.  Hon.  the  Earl  Poulett. 

fi  Reproduced  in  Macquoid.  The  Age  of  Mahogany  London  1906,  fig.  166. 


number  of  days  worked  by  himself  and  each  of  his  assistants,  and 
also  the  price  charged.  No  figure  is  given  for  gilding,  and 
presumably  a  separate  charge  was  made  for  this.  The  mirror  cost 
^36  5s.  od.,  of  which  ^34  10s.  od.  was  charged  for  carving  and 
the  remainder  for  the  joiner's  work.  Lock  spent  20  days  work  on 
it,  while  his  assistants  (Loman,  Wood  and  Low)  spent  40,  1 5  and 
14  days  respectively.  The  distribution  of  the  remaining  days, 
spent  on  making  the  mirror,  amounting  to  49,  is  not  given.  The 
table  took  89  days  work  and  cost  -£22  5s.  od.  Lock  did  15  days 
work,  while  Loman,  Hill  and  Wood  worked  20,  10  and  15  days 
respectively.  The  pair  of  stands  were,  somewhat  unexpectedly, 
the  most  expensive  item,  costing  ^50  the  pair  and  taking  188 
days  work.  Lock  charged  once  again  for  20  days  work,  and  he 
was  assisted  by  four  workmen  (Low,  Hill,  Wood  and  Loman) 
who  put  in  15,  25,  28  and  48  days  respectively. 

The  prices  charged  are  distinctly  high.  An  obvious  comparison 
is  the  bill6  submitted  by  Thomas  Chippendale  to  Sir  Rowland 
Winn  of  Nostell  Priory,  for  work  done  in  the  years  1766  to 
1768.  While  small  tables  cost  as  little  as  eight  or  ten  guineas  a 
pair  and  a  very  large  bookcase  with  pediment  top  cost  ,£38,  we 
find  that  Chippendale  also  charged  a  high  price  for  a  finely 
carved  frame.  Under  the  date  27th  November,  1767,  is  the 
following  entry: 

To  a  picture  frame  for  a  painting  of  Cleopatra  richly  Carved 
and  Gilt  in  Burnish  Gold  with  exceeding  rich  carved  and  Gilt 
Ornaments  to  ditto  ^34  10s.  od. 

This  is  not  far  off  the  ^36  5s.  od.  charged  for  the  Lock 
mirror;  although  the  latter  figure  should  probably  be  increased 
by  the  cost  of  gilding,  which  does  not  appear  to  be  so  reckoned 
in  Lock's  notes. 

To  some  extent  the  high  price  is  explained  by  the  long  time 
spent  on  making  the  pieces.  The  pair  of  stands  took  188  days. 
The  distribution  of  time  seems  to  have  been  that  52  days  were 
spent  on  preparatory  work,  then  Lock's  assistants  spent  116  days 
on  the  carving  and  finally  Lock  put  in  twenty  days  on  the  finish- 
ing touches.  The  average  cost  per  diem  was  5s.  for  the  table  and 
lantern  and  approximately  5s.  3d.  for  the  mirror  and  stands. 

The  second  Earl  Poulett  inherited  the  estate  in  1743  and 
probably  ordered  the  furniture  from  Lock  soon  afterwards. 
Although  the  designs  look  quite  light  and  frothy,  the  pieces  of 
furniture,  especially  the  table,  still  have  a  certain  Baroque 
solemnity  about  them.  A  date  in  the  mid  'forties  would  fit  in 
with  the  time  during  which  Lock  is  thought  to  have  been  work- 
ing on  his  own  account,  and  the  mirror  design  corresponds  in 
style  to  that  of  the  pattern  book  of  Six  Sconces  published  by 
Lock  in  1 744.  Evidently  Lock  the  designer  was  more  progressive 
than  Lock  the  carver,  and  though  his  hand,  when  holding  the 
pencil,  produced  the  raciest  designs,  when  he  took  up  the  chisel 
reminiscences  of  the  Baroque  kept  his  fantasy  in  check. 


7.  Pen,  ink  and  wash  design  for  a  side  table  at  Hinton  House,  by 
Matthias  Lock. 
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AMERICAN  SECTION 

Russian  Silversmiths'  Work  of  the 
Seventeenth  and  Eighteenth  Centuries 


Philippe  Verdicr 

PENDING  the  imminent  publication  of  catalogues  of  kovshi, 
Russian  nielli  and  Russian  silver  hallmarks  by  the  two  Russian 
scholars,  Mrs.  Postnikova-Losseva  and  Mrs.  Goldberg,1  the 
following  remarks  on  pieces  of  Russian  silversmiths'  art  of  the 
seventeenth  and  eighteenth  centuries  in  the  Walters  Art  Gallery 
are  intended  to  call  the  attention  of  researchers  and  collectors  to 
a  practically  neglected  chapter  in  the  history  of  the  decorative 
arts.  Like  the  filigree  and  painted  enamels  of  the  same  period, 
Russian  silver  suggests  a  surprising  mixture  of  elements  parallel 
to  connected  developments  in  Western  art  and,  at  the  same  time 
reminds  us  of  the  enduring  influence  of  Asiatic  patterns  and 
techniques  which  sometimes  are  rooted  in  a  fairly  remote  past 
without  losing  their  inspiring  drive.  The  silver  pieces  in  the 
Walters  Art  Gallery  represent  only  a  small  percentage  of  an 
extensive  collection  of  the  religious  and  decorative  art  of  Russia 
which  was  put  up  on  display  as  a  whole  for  the  first  time  in  1959 
on  the  occasion  of  the  celebration  of  the  25th  anniversary  of  the 
opening  of  the  Walters  Art  Gallery  as  a  public  institution.2 

A  number  of  Russian  silver  pieces  (even  in  the  eighteenth 
century)  are  inscribed  in  Slavonic  characters  with  abbreviations, 
and  before  the  ukase  of  Peter  the  Great,  in  February,  1700,  the 
Slavonic  system  of  chronology  and  the  Slavonic  letters  were  used 
for  the  date  mark,  when  a  year  mark  was  used.3  The  systematic 
marking  of  silver  (as  well  as  of  gold)  was  introduced  at  the  very 
beginning  of  the  eighteenth  century  by  Peter  the  Great.  But  apart 
from  the  indication  of  the  town  of  origin  we  are  often,  even  when 
provided  with  the  initials  of  the  assayer  (of  the  alderman  if  the 
initials  are  enclosed  within  a  heart-shaped  stamp)  and  of  the 
maker,  at  a  loss  to  decipher  them  when  they  deal  with  Moscow, 
the  most  important  centre  of  Russian  silver  in  the  eighteenth 
century,  because  too  many  documents  were  lost  or  burnt  in  1812 
when  Napoleon  had  to  retreat  from  that  city.  A  peculiarity  of 
Russian  silver,  by  which  it  differs  from  the  systems  generally 
adopted  in  Europe,  is  that  there  is  no  separate  date  mark,  the  year 
being  incorporated  with  the  town  or  with  the  assay  mark.  One  of 
the  oldest  pieces,  dating  from  the  mid-seventeenth  century,  is  a 
sort  of  monteith  or  large  punch  (or  liquor)  bowl  (No.  1)  used  to 
pour  the  drink  in  the  small  drinking  bowls  (czarki).  The  inscrip- 
tion running  around  the  upper  edge  and  on  the  boss  in  the  centre, 

1  In  the  Papers  for  the  History  of  the  Decorative  Arts  (material  culture)  in  Russia,  XI  II- 
XIX  centuries,  No.  18,  published  in  1947  by  the  State  Historical  Museum,  Moscow 
(in  Russian),  Mrs.  Goldberg  has  published  an  extremely  valuable  outline  of  the 
development  of  the  official  silverware  in  Russia  from  the  reform  of  Peter  the  Great 
to  the  middle  of  the  eighteenth  century.  In  the  same  Papers,  Mrs.  Postnikova- 
Losseva  has  published  the  story  of  the  Kostroma  silverware  in  the  eighteenth  and 
nineteenth  centuries.  Mrs.  Postnikova-Losseva  has  kindly  checked  for  me  all  the 
hall  marks  of  the  Walters  Art  Gallery  Russian  silverware.  I  am  deeply  indebted  to 
her  knowledge  for  the  identifications  and  I  here  express  my  thanks  for  the  care 
she  took  over  it. 

2  Russian  Art,  Icons  and  decorative  arts  from  the  origin  to  the  twentieth  century,  A  selection 
of  [47]  objects  from  an  exhibition  presented  November  Q,  10.59  to  January  j,  10,60  in  obser- 
vance of  the  twenty-fifth  anniversary  of  the  opening  of  the  Walters  Art  Gallery,  Described 
by  Philippe  Verdier.  Published  by  the  Trustees  of  The  Walters  Art  Gallery,  Haiti- 
more,  Maryland,  88  pp.,  59  ill. 

3  On  the  control,  quality  and  date  marks  111  use  in  the  second  half  of  the  17th 
century,  cf.  Cyril  G.  E.  Bunt,  Russian  Art,  The  Studio,  Ltd.,  London,  1946,  p.  152. 


inside — in  Slavonic  lettering  decoratively  fused  with  the  foliage 
of  the  background  in  the  oriental  script  and  scroll  fashion — reads: 
Brothers,  to  Eakov  Anikiev,  son  of  Stroganov.  The  spout  and  the  boss 
are  parcel-gilt.  Around  the  body  swirl  spiral  gadroons  that  arc 
alternately  plain  and  embossed  with  foliate  scrolls  tooled  on  a 
punched  ground.  The  scalloped  pattern,  the  twisted  arrangement, 
the  alternation  of  plain  and  decorated  surfaces  hark  back  to 
Oriental  designs  both  in  silverware  and  pottery.4  The  structure 
and  the  scheme  of  ornamentation  of  the  nsolsk  enamelled  silver- 
ware arc  similar  and  have  a  parallel  origin.  A  silver  bowl  looking 
almost  as  a  duplicate  of  the  Walters  piece  and  dated  1644  (its 
spout  is  left  without  decoration)  is  shown  in  the  Kremlin 
collections.5 

Before  the  Europeanization  of  Russia  under  the  iron  dictates  of 
Peter  the  Great,  the  half  Oriental  silverware  of  seventeenth- 
century  Russia  fell  under  the  sway  of  Western  influences.  A 
curious  case  in  point  is  presented  by  two  bratini  (loving,  or  festive 
cups)  in  the  Walters  Art  Gallery.  Their  globular,  tulip-like  shape 
had  a  long  pedigree  to  recommend  it  to  Muscovite  taste,  since  it 
characterized  already  some  Scythian  vases  found  in  a  tomb  at 
Koul-Oba  (in  Tartar,  'the  ash-mound')  near  Kertch,  themselves 
connected  with  the  lotahs  of  India.6  They  are  inscribed  in  Slavonic 
characters,  one  with  a  recommendation  to  drink  but  not  to  the 
point  of  intoxication,  the  other  with  a  dedication  to  a  protopope 
(archpriest)  Dimitri.  They  date  to  the  second  half  of  the  seven- 
teenth century.  But  the  mask-like  foliate  design  of  the  first  (No.  2) 
and  the  style  of  the  incised  designs  of  interlaces,  fantastic  masks 
and  fruit  of  the  second  (No.  3)  make  one  doubt  whether  the  two 
bratini  were  not  made  in  Holland  or  in  a  town  of  the  Hanseatic 
league  (mostly  in  Hamburg)  for  the  Russian  market.  The  con- 
tracted lip,  characteristic  of  the  bratini,  was  left  plain  so  that  a 
Russian  inscription  could  be  added  later.  A  very  beautiful  scalloped 
dish  with  two  handles  and  repousse  decoration,  featuring  a  bird 
among  grapes  and  grape-leaves  and  stamped  with  the  pine-cone 
of  Augsburg,  bears  a  long  inscription  recalling  that  Peter  the 
Great  presented  it  to  a  'Christian  Ermol  Vasiliev'  as  a  token  of 
satisfaction  for  his  care  in  collecting  'monetary  fines  in  customs 
and  tavern  collections  in  the  Vladimir  district  and  town  of 
Vscgodich'.7 

The  kovshi.  boat-shaped  vessels,  which  were  used  for  ladling 
the  kwass  or  other  hard  drinks  out  of  the  big  bowls,  were  made  as 
presentation  or  show  pieces  (if  not  actually  employed  in  carousals) 
until  the  raising  of  the  curtain  of  the  19 17  Revolution.  They 

4  Compare  the  ciborium  in  the  treasure  of  the  monastery  of  the  Assumption  of  the 
Virgin  at  Petchory  (district  of  Pskow)  and  two  cups  from  Belorctchemskaia 
(province  of  Kouban).  in  the  State  Historical  Museum,  Moscow,  and  the  Hermi- 
tage, Leningrad:  Smirnov,  Atlas  of  the  ancient  silver  and  gold  plates  of  oriental  design 
found  within  the  limits  of  the  Russian  Umpire,  published  by  the  Imperial  Archaeological 
Commission  (in  Russian  captions  translated  in  French),  St.  Petersburg,  1909,  Nos. 
324,  262,  264.  See  also  the  Persian  albarellos  of  Damascus  in  the  fourteenth  century. 

5  State  Armoury- Room  of  the  Kremlin  of  Moscow.  Collection  of  Studies  on  IVorks  of  Art 
(in  Russian),  Moscow,  1954,  fig.  29  and  p.  184. 

6  A.  Maskell,  Russian  art  and  Art  objects  in  Russia,  1,  London,  1884,  pp.  40,  135. 

7  W.A.G.  57.792.  Stylistically  the  dish  (a  variety  of  the  kovsh)  belongs  111  the  early 
years  of  the  reign  of  Peter  the  Great. 
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I.  Fraternity  bowl,  used  tor  pouring  drmk  into  small  drinking  bowls,  or  czarki.  Slavonic  lettering  around  neck  inspired  by  similar 
Islamic  ornament.  Silver  parcel-gilt,  mid-seventeenth  century.  Height,  6  in.,  diameter  iOj  in.  2.  Bratina,  or  loving  cup,  with 
repousst;  mask-like  foliate  decorations  resembling  Dutch  designs.  The  globular  form  derives  from  ancient  Scythian  vases,  perhaps 
the  still  earlier  lotahs  of  India.  Silver,  parcel-gilt,  embossed,  engraved,  and  chased,  late  seventeenth  century.  Height.  3?  in.  3. 
Bratina  decorated  with  incised  designs  inspired  by  Dutch  prints.  Silver,  parcel-gilt  and  engraved,  late  seventeenth  century.  Height, 
5  in.  4.  Kovsh,  boat-shaped  vessel  used  for  ladling  kwass  (strong  beer)  from  large  bowls.  Slavonic  inscription  running  below  the 
rim.  Silver,  parcel-gilt  and  engraved.  Moscow  work,  dated  1680.  Height,  si\  length,  12^  in.  5.  Kovsh,  presented  by  Peter  the 
Great  to  a  bailiff  of  Orel,  with  finely-decorated  handle.  Silver,  parcel-gilt,  engraved,  and  ornamented  in  relief,  late  seventeenth 
century.  Height  4.5  in.  6.  Detail  of  kovsh  handle  (No.  5).  7.  Standing  cup  with  cover,  the  basket  of  pierced  work  over  a  detach- 
able inner  core  recalling  the  art  of  early  Syrian  gold-smiths.  Parcel-gilt,  embossed,  chased,  and  ajoure.  Moscow,  1745.  Height,  S.l  in. 
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illustrate  best  the  process  of  a  time-honoured  transmission  and 
revival  of  a  custom  and  of  a  form.  They  are  the  remote  successors 
of  the  drinking  cups  which  the  historians  of  the  fall  of  the  Roman 
Empire  saw  hanging  from  the  trappings  of  the  horses  of  the 
Sarmatians.  Huns,  and  other  Eurasian  riders  and  raiders.  Three 
gold  drinking  bowls  of  an  elliptic  contour  and  of  Avaric  origin 
exist.  They  have  a  wide  tang  serving  as  a  handle  (the  same  tang 
still  found,  combined  with  a  circular  rim,  on  a  category  of 
Russian  drinking  vessels  looking  like  wine-tasters  of  the  six- 
teenth-seventeenth centuries).  One  is  in  the  Walters  Art  Gallery, 
and  the  other  two  are  in  the  Metropolitan  Museum.  ■  They  were 
found  m  a  field  at  Vrap  in  Albania,  in  1902,  together  with  other 
objects  of  a  hoard  buried  in  a  cache  by  the  Avars  either  at  the  time 
of  their  first  grievous  setbacks  in  the  seventh  century  or  of  their 
final  disaster  early  in  the  ninth  (the  Avars  were  settled  on  the  shores 
of  the  Sea  of  Azov  and  in  the  Caucasus  before  they  started,  in  the 
sixth  century  A.D.,  their  drive  through  the  Balkans  which  sent 
the  Lombards  into  Italy).  The  Walters  Art  Gallery  possesses  six 
kovsh  i.  The  two  earliest  are  probably  one  with  a  body  of  coconut 
and  mounts  and  silver-gilt  foot,  its  inscription  partly  hidden  by 
the  mounts,  the  second  with  four  monster  heads  rearing  on  then- 
necks  at  their  watching  stations  around  the  foot.''  A  third  one 
(No.  4)  is  dated  8th  February,  16N0,  and  was  presented  by  Tsar 
Fedor  Alexeevich  (1676-16X2)  tojuri  Tchuvacff  'for  the  collection 
of  taxes  from  his  district'.1"  Two  were  given  by  Peter  the  Great: 
one  to  a  bailiff  of  Orel  (No.  s)  the  other,  on  the  30th  January, 
1712,  to  an  ataman  of  the  Don  cossacks."  The  bust  of  the  Tsar 
is  engraved  within  an  oval  medallion  on  the  front  of  that 
kovsh.  The  latest  kovsh  was  presented  in  the  first  decade  of  the 
second  half  of  the  eighteenth  century  by  Empress  Elizabeth  I 
'to  the  Muscovite  Merchant  of  the  first  guild,  Konon  Vasiliev 
.  .  .  for  services  111  ..  .  the  mam  commisariat  for  our  army 

8  W.A.C..  57.565.  1'.  Verdicr.  Russian  An,  No.  3.  C/J.  Breck  and  M.  R.  Rogers, 
The  Metropolitan  Museum  of  Art,  I  lie  Pierpont  Morgan  Wing,  1929,  p.  35. 

9  W.A.G.  .S7-79.S,  57-787; 

10  It  is  dated  71  xx,  according  to  the  Byzantine  reckoning  starting  with  the  creation 
of  the  world  by  God  (7188 — ssoX  16X0)  and  inscribed  100  zolotniks — .1  number 
which  is  rather  puzzling  since  96  zolotniks  ordinarily  equal  pure  metal. 

"  The  date  here  is  inscribed  in  Cyrillic  letiers  but  is  computed  according  to  the 
Western  system. 
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8.  Tankard  decorated  with  scrolling  leaf  designs  and  landscapes,  the  lid  with  a  bust  portrait  of  a  man  in  armour. 
Silver,  parcel-gilt,  embossed,  and  chased.  St.  Petersburg,  1737.  Height,  7',  in.  9.  Cup  with  cover,  the  body 
ornamented  with  medallions:  a  portrait  bust  of  Empress  Elizabeth,  her  monogram,  and  the  Russian  Imperial 
eagle.  Parcel-gilt,  embossed,  and  chased,  Moscow,  dated  1755.  Height,  6^  in.  10.  Standing  cup  with  cover. 
The  tree-trunk  stem,  bulging  lobes,  and  ornaments  like  shavings  recall  (icrman,  particularly  Nuremberg, 
rococo  goldsmith  work.  Parcel-gilt,  embossed,  chased,  and  cast.  Height,  about  16  in. 
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during  six  years  since  1752'.  The  six  kovshi  are  in  parcel-gilt. 

Other  instances  of  conservatism  in  technique  are  three  standing 
cups  with  covers.12  These  are  made  in  two  parts,  on  the  silver-gilt 
body  ojf  which  is  applied  a  sort  of  openwork  basket  of  pierced 
formal  designs  (in  one  instance  (No.  7)  separating  three  portrait 
medallions  in  repousse).  The  inner  core  is  detachable.  This  tech- 
nique, which  accentuates  thcimprcssionisticcontrastbetweenlight 
and  shade,  was  applied  in  the  case  of  an  illustrious  prototype:  the 
chalice  of  Antioch,  an  Early  Christian  masterpiece  of  Syrian  art 
treated  with  the  colouristic  effects  traditionally  achieved  in  the 
reliefs  of  the  East.13  The  inborn  taste  of  the  Russians  tor  the 
ponderous  and  the  ornate  came  in  conflict  in  the  eighteenth 
century  with  a  desire  to  emulate  the  rococo  forms  imported  from 
western  Europe.  Apparently  it  felt  more  at  home  with  the 
examples  proposed  by  German  craftsmen,  as  witnessed  already 
bv  a  tumbler,  once  the  property  of  Peter  the  Great;"  then  by  a 
tankard  (No.  8)  decorated  with  landscapes  and  with  the  portrait- 

12  A  pair:  W.A.G.  57.802,  57.803,  dated  1753,  assayed  by  Michael  Bobroyshikov 
(1753-68),  the  third,  W.A.G.  57.807,  dated  1745,  assayed  by  Andrei  Zaitzcv 
(1735-49),  made  by  a  goldsmith  known  for  having  worked  between  1741  and  1753. 

13  As  J.  Strgygowski  said,  a  'TiefendunkeP,  cf.  L'Aucien  art  Chretien  de  Syrie,  cd.  G. 
Millet.  Paris,  1956,  p.  52. 

14  W.A.G.  57.1035,  St.  Petersburg  (1713). 


bust  of  a  man  in  armour  (all  embossed,  incised  and  gilded);15  a 
silver  cup  with  cover  (No.  9)  which  belonged  to  Empress 
Elizabeth;"1  and  by  two  standing  cups  with  covers.  These  last 
two,  with  their  ornamentation  consisting  of  a  reciprocal  suc- 
cession of  bulging  lobes  (looking  like  halved  pears),  are  late 
derivatives  from  the  goldsmith's  art  of  the  German  Renaissance 
and  of  Nuremberg  in  particular.  The  asymmetrical  scrolls, 
embossed  and  chased  on  the  matte  or  stippled  ground,  are  un- 
doubtedly more  reminiscent  of  the  German  than  of  the  French 
rococo;  the  curious  curling  silver  ornaments,  like  shavings,  being 
a  naturalistic  motive.  The  tree  trunk  used  for  the  stem  of  the  cup 
reproduced  here  (No.  10)  is  a  survival  of  the  flamboyant  German 
late  Gothic  style  (of  which  the  German  rococo  is  to  a  certain 
extent  an  aftermath).17 

Nielloed  silver  went  through  a  remarkable  revival  in  Russia 
during  the  eighteenth  century;  although  nielloed  objects  were 

15  W.A.G.  57.800,  dated  1737.  assayed  in  Moscow  by  Cirill  Buslaev.  Illustrated  in 
Helen  Comstock's  Russian  collections  at  the  Walters  Art  Gallery,  The  Connoisseur, 
February,  1959  (CXLII,  No.  574),  p.  271. 

lb  P.  Verdicr,  No.  39.  (Moscow,  1755,  assayed  by  Jegor  Ivanov,  1752-58). 
17  The  cup  reproduced  (fig.  10)  was  assayed  in  Moscow  in  1748  by  Anisim  Kusniin 
(1741-48).  The  other  cup  (W.A.G.  57.809.  Cf.  P.  Verdicr,  No.  38)  was  made  by- 
Peter  Semcnov  (1739-77)  in  1760,  and  assayed  under  the  alderman  Fedor  Petrov, 
(1759-84). 


II.  Nielloed  cup  on  claw-and-bal]  teet,  the  Western  form  combined  with  Chinese  bird  fantasies  and  a  Persian  influenced  niello  technique.  Silver,  parcel- 
gilt,  nielloed,  and  engraved,  late  seventeenth  century.  Height,  4]  in.  12.  Beaker,  or  stakan  faceted  by  undulating  fluting  and  relief  designs  in  niello  against 
a  sunken  ami  stippled  background.  Silver,  parcel-gilt,  engraved,  and  nielloed.  Tobolsk  (Western  Siberia),  dated  1770.  I  leight,  34  in.  13.  A  pan  of  c:arlii, 
or  small  drinking  cups  with  twig-and-lcat  'coasters'  attached  to  the  bottom.  Silver,  parcel-gilt,  and  niello,  circa  1770. 
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14.  Hexagonal  standing  cup  with  cover,  nielloed  111  diaperwork  of 
flowers  and  birds  recalling  Persian  enamels.  Silver,  parcel-gilt  and  niello, 
eighteenth-nineteenth  century.  Height,  [o|  in.  15.  The  interior  of  the 
cup  cover  (No.  14)  is  ornamented  with  a  figure  of  a  shrimp  in  relief. 
16.  Embossed  silver  bowl  showing  a  strong  influence  of  the  semi  natural- 
istic animal  style  of  mediaeval  metalwork  in  the  Caucasus.  Circassian, 
seventeenth  century.  Diameter,  4]  in. 
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not  altogether  infrequent  in  the  seventeenth  or  even  in  the  six- 
teenth centuries  owing  to  influences  coming  from  Persia  com- 
bined with  the  transformation  of  a  technique  inherited  through 
Byzantium.'8  The  Walters  Art  Gallery  has  three  cups,  each  on 
three  ball  and  claw  feet  (No.  1 1)  the  motives  of  which,  gilded  and 
reserved  against  the  lacquered-looking,  vermicide  background, 
arc  reminiscent  of  Chinese  silks.19  When  Dimitn  Chichenn  was 
made  Governor  of  Siberia  he  established  a  silver  factory  in 
Tobolsk  which  specialized  in  nielloed  decoration.  The  tumbler 
(No.  12)  faceted  by  means  of  a  crisp  undulating  fluting  covered 
with  nielloed  designs  set  off  against  a  cut  out  sanded  background, 
bears  the  monogram  and  the  arms  of  Chicherin.  It  was  made  in 
1770  and  is  accompanied  by  two  undated  czarhi  (No.  13), 
wrapped  up  in  a  sort  of  nouveau  style'  coaster  in  relief  in  the 
form  of  twigs  attached  by  their  leaves  to  the  base. 

The  most  surprising  piece  is  certainly  the  standing  hexagonal 
cup  with  cover  (No.  14).  which  is  nielloed  with  a  magnificent 
diaperwork  of  flowers  and  birds  in  the  Persian  style  of  the  Usolsk 
enamels  of  the  seventeenth  century.  When  the  cover  is  lifted 
(No.  15),  magically  gold  against  the  gold  of  the  base,  there 
appears  a  shrimp-like  creature  (possibly  a  Cumacea) — the 
'surprise'  lurking  111  the  cup.  The  silver  bowls  embossed  with 
animated  scrolls  in  the  Circassian  provinces  of  southern  Russia  in 
the  sixteenth  and  seventeenth  centuries,  sometimes  show  in  the 
middle  of  the  central  boss  on  the  base  a  silver-gilt  stag,  its  body  in 
relict  and  part  of  the  embossed  motives  of  the  cup,  but  its  head  in 
full  round  and  turning  on  a  pivot  (No.  16).  This  element  of 
surprise,  so  much  in  keeping  with  a  primitive,  almost  childlike, 
exuberant  mentality  will  be  finally  consecrated  in  the  scries  of 
Easter  eggs  imagined  by  Fabcrge  for  the  Imperial  court  of  the  last 
two  Tsars.  The  Russian  Easter  eggs,  imitating  those  of  the  French 
court  (from  the  Renaissance  to  the  Revolution)  and  executed  in  a 
technique  derived  from  eighteenth-century  French  enamellers 
and  goldsmiths,  open  on  a  'marvel'  in  miniature,  concealed  inside, 
under  which  a  second,  more  precious  treasure  was  hidden. 

IK  On  early  Byzantine  nielli  see  E.  Salin,  /.</ 1  h'ilisation  nlerovingienne,  III.  Paris,  1957. 
p.  22  1 . 

I!l  W.A.C..  57.810,  57.811,  57.812.  Cf.  \>.  Verdicr,  No.  33. 
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A  Stuart  Needlework  Casket 

CHICAGO'S  Art  Institute  is  exceedingly  for- 
tunate in  having  been  presented  with  one 
of  the  finest  seventeenth-century  English  needle- 
work jewel  boxes  extant — the  embroidered 
casket  in  coloured  silks,  metal  threads  and  seed 
pearls  on  white  satin  seen  at  right.  Readers  of 
The  Connoisseur  with  long,  retentive  memories 
may  recall  reading  about  this  well-preserved 
example  of  Stuart  embroidery  in  April,  1924, 
when  it  was  described  shortly  after  its  discovery 
in  the  family  of  the  embroiderer.  An  intricate 
example  of  the  art,  the  box  was  made  by  a 
needlewoman  who  could  employ  in  skilful  com- 
bination quite  a  number  of  different  stitches: 
stumpwork,  button  hole,  lace,  bullion,  satin  and 
petit  point.  The  box  itself  is  of  wood,  lined  inside 
with  plain  rose  silk  and  plush,  the  outside 
sheathed  in  embroidered  scenes  and  panels  of 
flowers,  animals,  and  graceful  insects.  The  scenes 
are  taken  from  the  Old  Testament:  the  front 
view  showing  Solomon  receiving  the  Queen  of 
Sheba,  the  top  and  side  views  showing  scenes 
from  the  story  of  Abraham  and  Isaac.  These 
flowers,  animals  and  insects  arc  characteristic  of 
English  seventeenth-century  ornament.  Indeed, 
the  brightly  hued  butterflies,  snails,  and  beasts — 
lion,  unicorn,  stag,  leopard — arc  creatures  that 
hark  back  to  mediaeval  art.  At  one  point  there  is 
a  water  landscape,  a  rock-bordered  pool  in 
which  swims  a  fish  with  a  tiny  seed  pearl  for  an 
eye.  The  back  of  the  casket  is  without  'stump' 
figures,  a  scene  from  the  story  of  Abraham  being 
worked  entirely  in  petit  point. 

According  to  family  tradition  this  elaborate 
jewel  box  was  embroidered  by  Rebecca  Stonier 
who  married  John  Plaistcd.  Sewn  among  the 
rocks  are  entwined  hearts  bearing  the  initials 
R.S.  and  LP.,  all  so  small  as  scarcely  to  be  visible 
to  the  naked  eye.  The  date  1668  appears  on  the 
front,  which  might  be  the  date  the  work  was 
completed.  So  much  embroidery  is  not  the 
work  of  a  moment,  and  the  costumes  the  figures 
arc  wearing  seem  not  earlier  than  1668. 

Flemish  Primitives  in  America 

ANNUALLY  the  Detroit  Institute  of  Arts  puts 
on  a  dazzling  loan  exhibition  such  as  few  cities  in 
the  world  now  attempt  to  afford.  This  season  the 
offering  w  as  of  Flemish  fifteenth-century  Gothic 
paintings,  drawings,  sculpture,  and  the  decorative 
arts  of  gold,  silver  and  other  mctalwork. 
tapestry,  ecclesiastical  embroidery,  armour, 
glass,  and  stained  glass.  Lent  from  museums, 
churches,  and  private  collections  in  Belgium 
and  America,  over  two  hundred  items  were 
included,  many  of  them  singly  worth  very  con- 
siderable sums.  The  selection  was  so  represen- 
tative and  so  illuminating  that  the  exhibition 
stood  as  a  microcosm  of  the  great  century  of  the 
primitives  in  Flanders.  Treasures  of  this  rarity 
arc  not  assembled  for  the  asking.  The  two 


nations  cooperated;  the  heads  of  both  govern- 
ments. King  Baudouin  I,  and  President  Dwight 
D.  Eisenhower,  offered  their  patronage;  and  the 
list  of  personages  serving  on  the  several  com- 
mittees read  like  a  'Who's  Who'  in  the  realm  of 
art.  International  courtesy  being  observed,  the 
show  was  first  offered  in  Bruges  last  summer 
before  being  brought  over  to  Detroit  last 
autumn  by  the  U.S.  Navy.  In  Detroit,  the  stars 
of  the  show  were  the  great  loans  from  Belgium 
— famous  paintings  by  Jan  van  F.yck,  Roger  van 
der  Weyden,  Mending  and  other  masters  down 
through  Bosch,  unique  examples  of  sculpture, 
and  so  on.  In  Bruges  it  was  the  other  way 
around,  the  less  familiar  items  from  America 
attracting  much  attention. 

Rarest  among  these  items  from  America  was 
a  small  panel,  St.  Jerome  in  His  Study,  by  Jan  van 
Eyck,  property  of  the  Detroit  Institute.  By  van 
Eyck's  only  known  pupil,  Petrus  Christus,  a 
Nativity — closely  similar  to  the  Nativity  signed 
by  Petrus  Christus,  now  in  the  Kaiser  Friedrich 
Museum.  Berlin — was  lent  by  Messrs.  Wilden- 
stein,  New  York.  Also  by  Petrus  Christus  was  a 
Portrait  of  a  Man  of  high  quality,  lent  by  the  Los 
Angeles  County  Museum,  and  a  Madonna  and 
Child,  lent  by  the  Nelson-Atkins  Museum, 
Kansas  City.  Of  the  dozen  or  more  first-rate 
Roger  van  der  Weyden's  in  America,  seven 


were  gathered  together  in  the  show.  These  were 
a  Alass  of  St.  Gregory,  lent  by  the  Nicholas 
Acquavella  Galleries,  New  York;  two  grisailles, 
outer  shutters  of  a  diptych,  lent  by  The  Bob 
Jones  University,  Greenville,  South  Carolina; 
the  entrancing  panel,  St.  Luke  painting  the  Virgin, 
from  the  Museum  of  Fine  Arts,  Boston;  a 
curiously  mediaeval  St.  Jerome  and  the  Lion,  from 
the  Detroit  Institute;  and  a  Madonna  and  Child, 
from  the  Houston,  Texas,  Museum  of  Fine  Arts. 
Panofsky  believes  this  latter  Madonna  to  be  a 
copy,  but  Friedlander,  Winkler  and  Destree  all 
consider  it  an  original.  Also  attributed  to  van  der 
Weyden  was  an  unusual  Pieta,  lent  by  the  Fine 
Arts  ( lallery  of  San  1  )iego. 

The  National  Gallery  in  Washington  lent 
from  the  Culbcnkian  Collection  a  finely  pre- 
served panel  of  the  Annunciation.  This  has  been 
assigned  to  various  hands  by  different  scholars, 
but  is  now  believed  to  be  from  the  hand  of 
Thierry  Bouts.  The  Metropolitan  Museum  lent 
a  picture  discovered  some  thirty  years  ago,  a 
marvellous,  large-size  Adoration  of  the  Magi,  by 
the  little-known  master,  |osse  van  Wassenhovc. 
The  Walters  Gallery,  Baltimore,  lent  one  of  its 
choicest  possessions,  a  beautiful  (and  self-con- 
tained) fragment  of  a  larger  work  by  Hugo  van 
der  Goes,  Portrait  of  a  Donor  with  John  the  Baptist 
and  Cleveland  Museum  lent  a  well-known  panel 
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Six  of  more  than  two  hundred  important  examples  of  Flemish  primitives  loaned  to  Detroit  Institute 
of  Arts  from  American  and  Belgian  collections:    I.  Portrait  of  a  Man,  by  Petrus  Christus,  panel,  18.1, 

■  13!  in.  (Los  Angeles  County  Museum).  2.  Madonna  and  Child,  by  Petrus  Christus,  panel,  27^  20  in. 
(Nelson- Atkins  Museum,  Kansas  City).  3.  Portrait  of  a  Donor  with  St.  John  the  Baptist,  by  Hugo  van  der 
Goes,  panel,  12      x        in.  (Walters  Art  Gallery,  Baltimore).    4.  Annunciation,  by  Aelbrecht  Bouts, 
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panel,  19J  X  l6§  in.  (Cleveland  Museum  of  Art). 
5.  Portrait  of  a  Young  Man,  by  Hans  Memling, 
panel,  1 3 A  9  in.  (Montreal  Museum  of  Fine 
Arts).  6.  Christ  Mocked,  by  Hieronymous 
Bosch,  panel,  26.'  19',  in.  (The  Clowes  Fund, 
Indianapolis). 

from  the  brush  of  Albert  Bouts,  an  Annuncia- 
tion. Of  paintings  by  Memling  there  were  six 
from  America:  a  Portrait  of  a  Donor,  doubtless  a 
wing  of  a  diptych  of  which  the  other  wing  is 
lost,  lent  from  the  San  Diego  Gallery;  a  Christ 
Blessing,  formerly  owned  by  the  late  Hamilton 
Rice,  and  now  at  the  New  York  gallery  ot 
Knoedlers;  an  extraordinary  example  ot  Flemish 
primitive  drawing  and  modelling,  Portrait  of  an 
Aval  Lady,  from  the  Houston  Museum ;  a  major 
rarity,  Portrait  of  a  Young  Man,  from  the  Mon- 
treal Museum;  and  two  pendant  panels,  Saint 
Etienne  and  St.  Christopher,  from  the  Cincinnati 
Museum.  These  two  panels  are  wings  of  a  poly- 
ptych  of  which  two  other  wings  are  today  in  the 
Louvre.  The  glory  of  this  exhibition  can  be 
imagined  it  one  combines  these  wonderful 
pictures  with  the  host  of  great  paintings  loaned 
from  Belgian  museums  and  cathedrals. 

Edward  Hicks: 

America's  Favourite  'Primitive' 

THIS  season,  America's  most  beloved  folk 
artist,  self-taught  Edward  Hicks,  was  given  his 
first  major  exhibition — one  hundred  and  eleven 
years  after  his  death.  The  show  was  held  in 
Virginia  at  the  Rockefeller  Collection  gallery  in 
Colonial  Williamsburg.  Two  score  canvases, 
giving  an  adequate  retrospective  of  his  career, 
were  borrowed  for  the  occasion  from  museums 
and  private  collectors.  What  was  most  apparent 
in  these  quaint  pictures  by  this  self-taught  Penn- 
sylvania  provincial  was  the  'gem-like  flame'  of 
the  artist's  talent,  and  his  sweet  innocence  of 
heart.  Hicks  cannot  be  described  as  a  pristine 
creator.  He  was,  in  a  sense,  a  copyist,  taking 
details  in  his  pictures  from  prints  and  paintings  by 
other  artists.  Yet  the  over-all  image  he  produced 
was  in  the  end  so  imbued  with  his  own  character 
as  to  become  his  own  creation.  He  had  a  good 
sense  of  colour,  a  strong  feeling  for  line  and 
linear  composition,  and  a  fine  gift  for  organiza- 
tion, and  for  balancing  the  rhythms  of  the  masses. 

Superb  Sevres 

IT  is  no  longer  possible  to  gather  a  collection  of 
such  superb  Sevres  porcelain  and  porcelain- 
inlaid  furniture  as  the  Metropolitan  Museum 
recently  received  from  the  Kress  Foundation. 
Handsomely  installed  in  a  special  gallery,  now 
redesigned  as  a  permanent  setting  for  the  collec- 
tion, its  superb  quality  is  dazzling.  For  example, 
the  array  ot  furniture  by  m; litres  ebenistes 
(sixteen  pieces)  is  possibly  the  largest  collection 
of  porcelain-inlaid  furniture  111  the  world. 
Several  such  jewelled'  cabinetworks  are  in  the 
Royal  Collection  at  Windsor  Castle;  several  are 
variously  owned  by  French  museums  and  private 
collectors  (the  Duke  ot  Bucclcuch  has  a  few); 
and  there  are  comparable  beauties  at  Waddesdon 
Manor,  and  in  the  Wallace  Collection.  But  this 
assemblage  is  surely  unique.  In  fact,  the  Kress 


This  shop  front,  from  3,  Quai  Bourbon,  Paris,  and  given  to  the  Metropolitan  Museum  by  Mr.  J. 
Pierpont  Morgan  in  1920,  is  now  installed  at  the  Museum  and  is  used  to  display  the  Kress  Collection 
of  Sevres  porcelain  and  porcelain-inlaid  furniture.  See  story  'Superb  Sevres'. 


Collection,  acquired  years  ago  from  Lord 
Hillingdon,  was  brought  together  in  the  first 
half  of  the  nineteenth  century  when  such  fine 
pieces  came  on  the  Paris  market  in  the  upheavals 
following  the  French  revolution  and  Napo- 
leonic wa^s.  The  furniture  pieces  having  been 
remarked  in  these  notes  at  the  time  the  gift  was 
announced,  the  present  paragraphs  will  mention 
only  the  tree-standing  Sevres  ornaments,  vases 
and  the  like,  as  now  installed  at  the  Metropolitan. 

Sevres,  an  eighteenth-century  French  porce- 
lain in  soft-paste,  absorbed  enamel  colours  with 
peerless  brilliance.  This  china  is  the  younger 
sister  ot  Vincennes,  the  soft-paste  porcelain 
taken  under  the  protection  of  the  French  crown 
in  1753.  Three  years  later  the  factory,  the  Royale 
tie  Porcelaine  tie  France,  was  moved  from  Vin- 
cennes to  the  other  side  ot  Pans,  to  Sevres; 
hence  its  name.  The  most  appealing  feature  of 
Sevres  porcelain  is  the  succession  of  beautiful 
ground-colours  it  offered  from  1749  until  the 
Revolution,  17S9 — forty  years  thai  are  called 
'the  great  period'  of  French  porcelain.  At  the 
beginning  ot  the  period  (at  Vincennes),  the 
ground-colour  was  a  dark  blue  inspired  by  the 
deep  blue  ot  Chinese  porcelains  imported  into 
France.  In  1752  a  turquoise  blue  was  introduced, 
followed  in  1753  by  yellow  and,  to  celebrate  the 


sponsorship  of  the  crown,  bright,  royal  blue.  The 
year  the  manufacture  was  removed  to  Sevres,  in 
1756,  a  delicate  green  ground  was  introduced, 
and  the  next  year  that  exquisite  pink  known  as 
rose  Pompadour.  The  latter  two,  the  green  and  the 
rose,  are  considered  the  loveliest  colours  of  them 
all. 

As  the  collection  at  the  Metropolitan  well 
indicates,  the  rococo  style  prevailed  at  the  time 
the  manufacture  began  at  Sevres — curving  lines 
and  flowing  forms,  with  scrolling  ornament 
fancifully  added  amid  flourishes  of  skill.  After  a 
time  the  neo-classical  style  known  as  Louis  Seize 
began  to  replace  rococo.  This  transition  is  well 
illustrated  .it  the  Metropolitan  in  a  sweep  ot  the 
eye,  so  to  speak,  ac  ross  the  fifty-five  vases  on 
view .  Earliest  among  them,  and  quite  the  rarest, 
is  a  gracefully  fanciful  boat-shaped  tureen  in 
rose  Pompadour.  According  to  ("ail  Dauterman. 
the  associate  curator  of  the  department,  who  has 
made  a  close  study  of  Sevres  archives,  the  boat 
shape  derives  from  (he  ship  in  the  City  ot  Paris 
coat-of-arms.  Not  more  than  ten  similar 
examples  exist,  the  only  other  with  a  rose 
ground  being  the  one  at  Windsor  Clastic.  The 
rococo  lines  are  reiterated  in  a  charming  gondola 
shaped  pot-pourri  vase  with  a  transparent  tur- 
quoise-green held.  Two  other  similar,  green 
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sockets.  A  parallel  pair,  in  another  colour,  exists 
at  Waddesdon  Manor  (see  The  Connoisseur, 
June,  1959)  • 


(Above)  The  Cornell  Farm,  by  American 
artist  Edward  Hicks:  the  Edgar  and  Bernice 
Chrysler  Garbisch  Collection,  National  Gallery 
of  Art,  Washington.  (Right).  Silver  covered 
cup,  by  Jacob  Hurd,  Boston,  1744.  Mabel  Brady 
Garvan  Collection,  Yale  University.  (Below) 
American  block-front  bureau-cabinet,  c.  1770. 
See  'Hartford  Enriched'. 


'gondolas'  are  recorded:  one  in  the  Wallace 
Collection,  the  other  in  the  Philadelphia 
Museum.  The  curving  lines  and  Flowing  forms 
continue  in  an  extraordinary  pair  of  turquoise- 
blue  pyriform  vases  with  looped  handles  and 
cartouche  paintings  of  cupids  playing  among 
clouds;  also  a  pair  of  rose  and  blue  pot-pourri 
candelabra  vases,  enchanting  works  of  ceramic 
art.  One  further  example  is  a  scroll-shaped  pair 
ot  turquoise-blue  bulb  vases  panelled  with 
sunken  openwork  trellises  above  painted  car- 
touches of  military  emblems.  Of  these  elegant 
ornaments,  special  mention  should  be  made  of  a 
magnificent  pair  of  exotic,  baluster-form  candel- 
abra vases  in  rose  Pompadour  decorated  with  a 
criss-cross  of  lozenges  and,  at  the  neck,  ele- 
phants' heads  in  white,  touched  with  gold,  their 
upturned  trunks  serving  as  supports  for  candle 


Finest  American  Silver: 
Garvan  Gift  to  Yale 

TO  note  the  thirtieth  anniversary  of  Francis  P. 
Garvan's  gift  of  early  Americana  to  Yale, 
presented  in  the  name  of  his  wife,  Mabel  Brady 
Garvan,  the  University  has  arranged  a  special 
showing  of  the  silver  in  the  collection.  This 
section  of  the  gift  was  already  notable  when  the 
late  Mr.  Garvan  made  the  initial  presentation. 
Yet  he  continued  adding  to  it.  Since  his  death 
his  widow  has  made  additions  of  such  import- 
ance that  today  the  galaxy  has  become  the 
world's  finest  collection  of  early  American 
silver.  The  newly  rearranged  exhibition  of  it 
delights  both  historians  and  art  lovers  alike;  for 
whilst  early  American  silver  is  of  European  and 
British  descent,  mostly  British,  it  also  vividly 
reflects  the  force  and  grace  of  the  American 
spirit  in  colonial  and  early  republican  times.  This 
seventeenth-  to  early  nineteenth-century  Ameri- 
can silver  reflects  the  vigour  of  a  people  who 
carved  a  nation  from  the  wilderness.  Its  elegant 
simplicity  reflects  their  pious  rectitude.  Its  har- 
mony of  forms,  of  lines,  of  decoration,  remarks 
their  desire  for  order  in  settling  a  vast  new  land. 
Even  the  colour  of  the  silver,  a  comely  white- 
argent,  reminds  us  that  much  of  this  plate  was 
raised  from  melted  coin,  a  coinage  that  was 
'pure'  by  way  of  safeguarding  against  counter- 
feiting in  cheaper  alloys. 

Hartford  Enriched 

THE  largest  collection  of  early  American  furni- 
ture and  decorative  arts  received  by  the  Wads- 
worth  Atheneum,  Hartford,  Connecticut,  since 
J.  P.  Morgan's  princely  gift  in  1925  of  the  monu- 
mental Wallace  Nutting  Collection,  is  now 
being  installed.  Bequeathed  by  a  former  trustee 
of  the  museum,  William  B.  Goodwin,  these 
treasures  raise  the  Atheneum  to  front  rank  in  the 
field  of  fine  Americana.  Wallace  Nutting  was 
the  pioneer  authority  on  early  American  furni- 
ture. His  collection  was,  and  still  is,  remarkable 
for  its  seventeenth-century  'pilgrim'  pieces  and 
early  eighteenth-century  examples.  The  Good- 
win furniture  supplements  the  Nutting  assem- 
blage with  little  duplication;  adds  a  number  ot 
choice  Chippendale,  Hepplewhite,  and  Sheraton 
items;  extends  into  other  decorative  arts  such  as 
ceramics,  fabrics,  and  weapons;  and  includes,  for 
comparable  studies,  various  English  antiques — 
silver,  china,  and  embroidery — such  as  were 
used  in  colonial  America  by  those  who  could 
afford  imports.  All  told,  the  Goodwin  bequest 
comprises  236  pieces. 

An  oak  wainscot  chair  made  perhaps  before 
1650,  and  in  original  condition  except  for  the 
restored  feet  and  crest,  appears  to  be  the  earliest 
example.  Next  comes  a  'pilgrim'  chair  with 
massive  posts,  made  about  1660.  Halt  a  dozen 
carved  oak  and  pine  chests  and  'Bible'  boxes  date 
from  tire  last  quarter  of  the  seventeenth  century. 
Half  a  dozen  walnut  or  mahogany  chests  of 
drawers  date  from  the  first  quarter  of  the 
eighteenth  century.  There  is  also  a  carved  oak 
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chest  that  may  have  been  brought  trom  England 
by  one  of  the  seventeenth-century  settlers  here 
(see  illustration).  This  chest  by  interior  evidence 
can  be  dated  1640-1670,  but  microscopic  study 
of  its  wood  cells  is  now  under  way  to  determine 
if  the  oak  is  of  English  or  American  growth.  Old 
family  letters  indicate  that  this  chest  is  the  work 
of  Kenelm  Winslow,  coffin-maker  to  the  Pil- 
grims, but  some  experts  have  questioned  the 
suggestion. 

Of  the  later  and  more  elegant  furniture, 
perhaps  the  chief  rarity  is  a  handsome  mahogany 
block-front  secretary-and-sl  ant-top  desk,  an 
unusual  combination.  It  is  in  excellently  well 
preserved  condition,  even  retaining  all  its 
original  handles  and  escutcheons.  It  is  believed 
to  have  been  made  hi  Connecticut  about  1770 
for  the  Saltonstall  family  of  New  London.  There 
are  numerous  other  important  eighteenth- 
century  items.  For  example,  a  mid-century 
walnut  roundabout  chair,  thought  to  have  come 
from  Virginia,  with  claw-and-ball  teet  and 
marginal  carving  on  the  knee;  an  interesting 
detail.  But  the  variety  in  the  Goodwin  Collec- 
tion is  too  wide  to  describe  except  in  general. 
There  are  choice  tables  (one  of  them  a  Pembroke 
with  shaped  leaves);  early  Georgian,  Chippen- 
1  dale,  and  Hepplewhite  looking  glasses;  a  Simon 
Willard  tall  clock  in  mahogany;  and  sundn 
good  New  England  chairs,  among  them  a 
Sheraton  bird's-eye  maple  arm  chair  and  side 
chair  said  to  have  been  made  by  Bull  ot  Middle- 
town,  Connecticut. 

Rare  Textiles  in  Los  Angeles 

LOS  ANGELES  is  fast  becoming  one  ot  the 
leading  art  centres  in  the  United  States.  An 
enormous  new  'overflow'  museum  is  now  on 
the  drawing  boards;  meanwhile  the  vast  Los 
Angeles  County  Museum  continues  to  show 
many  of  its  possessions,  and  to  offer  a  major  pro- 
gramme of  temporary  exhibitions  in  the  tine  and 
decorative  arts.  Private  collections  in  the  county 
now  include  such  astonishing  treasures  as  the 
finest  gathering  of  ancient  Greek  and  Roman 
sculptures  in  the  world,  outstanding  paintings  by 
the  Old  Masters,  many  important  examples  ot 
Impressionist  painting,  rooms  arrayed  in 
eighteenth-century  French  furniture  worthy  ot 
the  Louvre,  and  so  on.  Last  summer  an  impres- 
sive display  of  antique  textiles  made  clear  .1  new 
distinction:  that  the  collection  ot  textiles  owned 
by  the  Los  Angeles  Museum  is  the  finest  collec- 
tion of  this  nature  in  the  western  half  of  the 
United  States.  Credit  tor  the  new  distinction 
goes  to  the  Los  Angeles  Fashion  Group,  which 
financed  the  founding  of  the  textile  department 
111  the  museum;  to  the  Costume  Council, 
recently  organized  to  support  the  switt  expan- 
sion of  the  department;  to  generous  donors, 
many  of  whom  prefer  to  remain  anonymous; 
and  to  the  dedicated  scholar,  Stefania  Holt,  who. 
with  her  able  husband,  Eugene,  have  been  the 
curators  of  the  department  since  its  opening 
less  than  ten  years  ago.  An  article  by  them 
appears  in  the  1 96 1  Connoisseur  Year  Book  just 
published. 

In  these  few  years  the  active  sponsors  have 
presented  as  many  as  four  special  exhibitions 
annually — remarkable  assemblings  focused  often 


It  is  part  of  the  Goodwin  bequest  to  Wadsworth  Atheneum,  Con- 
necticut. (Below).  Fragment  of  a  tunic.  Coptic,  about  fourth 
century.  The  design,  in  dark  and  light  brown  wool,  is  on  an  un- 
bleached linen  ground.  See  'Rare  Textiles  in  Los  Angeles'. 
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(Above).  Man's  Directoire  white  taffeta  em- 
broidered waistcoat.  The  two  round  applique 
medallions  are  hand-painted  miniatures. 
(Right).  Detail  of  the  left  hand  miniature  at 
left.  (Right  below).  Detail  from  a  seventeenth- 
century  linen  nightcap,  probably  Spanish, 
finely  embroidered  in  white  on  white,  with 
silver  thread  added.  The  inscription  reads 
SOY  DEN  DON  GUILLERMO  BUMPSTED. 
See  'Rare  Textiles  in  Los  Angeles'.  Los  Angeles 
County  Museum. 


on  an  educational  theme  such  as  the  "Art  of  the 
Weaver'  (examples  interpreting  technical  and 
artistic  developments  in  weaving  across  the  ages) ; 
again,  'Silk  Masterpieces',  then  'Costume  Design 
for  the  Theatre',  'Georgian  English  Costumes', 
and  the  finest  show  of  antique  Iranian  textiles  to 
be  offered  in  America  in  this  generation,  'Woven 
Treasures  of  Persian  Art'.  In  addition  to  a 
spacious  gallery  in  which  to  hold  these  exhibi- 
tions, the  textile  department  has  a  specialized 
library  which  includes  such  rare  works  as  the 
only  complete  set  outside  the  Victoria  and 
Albert  Museum  of  the  richly  illustrated  Gallery 
of  Fashions  in  nine  volumes  (1704-1802).  There  is 
also  a  reading  room,  study  room,  drafting  room, 
workshop,  and  modern  storage  rooms.  The 
result  is  that  the  swiftly  expanding  department 
now  functions  as  a  textile  research  centre  tor  the 
motion  picture  and  apparel  industries,  as  well  as 
for  art  teachers,  students,  and  the  general  public. 
In  the  course  of  the  last  twelve  months  a  thous- 
and people  have  sought  the  curators'  advice  and 
guidance.  Also,  hundreds  of  expertises  have  been 
made.  Further,  the  curator  uses  material  from 
the  department  for  lectures  at  the  University  of 
California,  Los  Angeles;  and,  the  assistant 
curator,  for  lectures  at  the  University  of  South- 
ern California. 


The  value  of  all  this  activity  grows  from  the 
e  xcellence  of  the  textiles  available.  The  policy  of 
acquisitions  has  been,  from  the  start,  one  of 
historical  approach.  Accordingly,  the  depart- 
ment has  gathered  a  collection  that  stands  as  a 
survey  of  the  textile  art  in  both  Oriental  and 
Occidental  developments.  The  proof  of  the  pud- 
ding is  in  the  eating.  Take  the  Occidental  section. 
A  sampling  will  show  a  representative  range 
of  third-  to  seventh-century  ("optic  tapestry- 
weaves;  an  array  of  tenth-  to  twelfth-century 
Fatimid  silks  on  linen;  sixth-  and  seventh-century 
Sassanian  weaves;  half  a  dozen  exceptionally  fine 
twelfth-century  Seljuk  silks;  a  late  sixteenth- 
century  Safavid  velvet  medallion ;  and  the  so- 
called  'Parish-Watson'  Persian  satin  dated  1 571 . 
A  turn  to  more  recent  times  discloses  a  splendid 
group  of  thirty-five  English  costumes  of  the 
eighteenth   and  early  nineteenth   centuries;  a 


man's  Directoire  waistcoat  and  sash  with  hand- 
painted  miniature  medallions;  a  late  eighteenth- 
century  brocaded  silk  wall-panel,  by  Dugourc  of 
Lyon;  and  a  panel  of  brocaded  silk  (on  paon 
alternating  with  an  faisan),  by  Philippe  dc  la 
Salle.  In  the  Peruvian  section  will  be  found  such 
excellent  examples  as  a  sepulchral  shroud,  prob- 
ably late  Chimu,  and  an  embroidered  blanket, 
probably  Tiahuanaco  culture.  Of  exceptional 
note  are  two  internationally  celebrated  Persian 
carpets:  the  famous  'Ardabil'  and  'Coronation' 
carpets,  assessed  at  300,000  dollars  each.  These 
were  gifts  from  Mr.  J.  Paul  Getty.  The  collec- 
tion of  Chinese  textiles  and  robes  given  by  Miss 
Bella  Mabury  is  also  of  high  distinction.  In 
fact,  few  textile  museums  in  the  world  can 
point  to  so  much  achievement  as  the  Los 
Angeles  County  Museum  has  attained  in  less 
than  ten  years. 


Primed  in  Great  Britain  by  Tillotsons  (Bolton)  Limited,  Bolton  and  London. 
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•10      HANS      ROAD.      LONDON,      S.  W.  3 


TELEPHONE      KEN  5266 


A  finely  carved  and  important  centre  mahogany  Writing 
Table,  probably  made  by  Thomas  Chippendale,  Junior. 
Circa    1800.    Length   51    inches.    Depth    39  inches. 
Height  30  inches. 


(Thomas  Chippendale,  Junior,  1749-1822,  made 
furniture  of  the  finest  quality  for  the  great  houses 
of  England  including  Harewood  House,  York- 
shire; Harewood  House,  London;  Stourhead, 
Wiltshire;  and  Raynham  Hall.) 


